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NEaRLy one quarter of the year especially dedicated to the 
commemoration of our greatest Poet has passed away, without 
anything approaching to a practical determination of the mode 
of permanently celebrating it having been reached. London 
and Stratford-upon-Avon still hold contending claims, and it 
will be difficult to adjust them. 

Nor can we consider passing and unenduring tributes to 
his memory and fame sufficient for marking so important an 
epoch. Speeches, oratorios, theatrical representations and such 
other demonstrations of admiration will end with the breath 
that utters them, leaving not a wrack behind, nor any vestige 
by which posterity will be able to judge of our age’s apprecia- 
tion of Shakespeare, or of our power to give it any lasting ex- 
pression. 
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Hence it seems agreed on all sides that a monument must 
be erected to him worthy of our time and of his country ; 
such that, should art advance or decline, it will at least show 
forth our love and reverence for the Bard by proving that we 
did our very best to honour him. 7 

In our momentary or apparent embarrassment, it can hardly 
be presumptuous to put forward a new suggestion, not intended 
to interfere with this idea, but designed to make it more com- 
plete. 


And first let us assume that no monument, of whatever 
form, that may be proposed and accepted, can possibly be 
completed within the Shakespearian year. If it have to be a 
mere statue, and no competition be permitted, no artist of any 
reputation would undertake to prepare first his bozzetto to be 
approved, then his model, and, lastly, his perennial statue in 
marble or bronze, with its becoming pedestal rich in relief, so 
that it could be set up within the twelvemonth. Still less could 
this haste, inconsistent with perfection, be used in a memorial 
of a more complicated character, and involving the concurrence 


of various arts. If fresco, for instance, have to be employed, 
the architect must have finished his work thoroughly before the 
painter can commence. 

These preliminary remarks are here introduced to antici- 
pate and disarm any objections, on the score of required time, 
to the proposal about to be submitted to public judgment. 


We will now ask leave to make some observations on the 
characteristics which a monument worthy of its proposed object 
should present. 

First, if possible, it should not be altogether local. A monu- 
ment fixed and permanent in only one place necessarily offers 
limited enjoyment and improvement only to a few. Stratford 
does not. lie in the line of general circulation ; and if the house 
and tomb of the great Poet attract comparatively but few pil- 
grims, we can hardly expect a greater confluence of them to 
visit a modern memorial. London, on the other hand, is too 
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vast for any one centre to collect its inhabitants; while the 
many who travel to it from afar have generally occupations 
or engagements of a different character from the curiosity 
or devotion that would lead them to any point of the metro- 
polis for the purpose of seeing Shakespeare’s Tercentenary 
Monument. And, seen once, it would be scarcely ever revisited. 
It may, therefore, be worth while to consider whether such a 
memorial, connected most specially with the present year, 
could not be devised as would be within the reach of many, 
which the merchant of Liverpool and Manchester, or the edu- 
cated country gentleman who seldom brings his family to 
London, could enjoy, and transmit to his children as a valuable 
demonstration of what England could do, and did, for the 
Greatest of her authors in 1864. 

Further, it may be observed that a mere statue or other 
sculptured monument will not only employ few of the men who 
give lustre to the period ; but will necessarily present to futurity 
a very inadequate means of ascertaining what many would be 
willing to do, to hand down their names as tributaries to that 
genius, who could better inspire them than any other native 
writer, if opportunity were given to bring the immense resources 
of art, possessed by the age and country, to converge on this one 
one point—the erection of a memorial of Shakespeare, worthy 
both of the commemorators and of the commemorated. 

In other words, the monument should not be partial or 
limited; but should embrace and transmit to after ages a fair 
exhibition of many combined powers, never before united to 
honour any man. : 

But still more, we must not forget that Shakespeare’s cha- 
racter and merits belong essentially to our literature. A literary 
monument seems therefore naturally called for; or at any rate 
literature should be the ground-work of anything done to cele- 
brate the name highest in its ranks. 

Now, who will venture to do for Shakespeare what he has done 
for himself? He may indeed say, what Horace did, that he has 
erected “ a monument more enduring than brass,” that in his day 
“he accomplished a work which neither the elements in their 

15.° 
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fury, nor fire, nor hostile steel, nor consuming time will ever 
destroy.” Yet, whatever is as yet proposed to be done cannot 
be more lasting than bronze, nor exempt from these destructive 
agencies. Let our monument partake of the imperishableness 
which the Poet has gained; and let all our puny efforts go no 
further than to add grace and give increased honour to him 
and his works. 

The simple and obvious way of meeting these requisite 
conditions seems to be— 

THE PUBLICATION OF SUCH AN EDITION OF SHAKESPEARE’S 


Compete Works AS IN ITS TEXT, ITS TYPOGRAPHY, AND ITS 
ILLUSTRATION suou.p BE UNRIVALLED. 


Let us offer a few more detailed remarks on this proposal. 

I. Tue Text. The selection of the purest text should be 
entrusted to a small committee or sub-committee of Shake- 
sperian scholars of acknowledged preéminence ; and should be 
so chosen and edited as to form, for ever, the admitted standard 
of the Poet’s Works. 


It should be printed without notes, beyond various readings, 


of real weight and consequence, at the foot of the page. A short 
“ Argument” might be prefixed to each drama; though, as the 
edition would not be intended for learners, this could be dis- 
pensed with. 

An additional volume might contain a Glossary in alphabetical 
order for the whole of Shakespeare’s works; and an “ Apparatus,” 
as it used to be called, comprising a carefully prepared catalogue 
of editions, and of every work, book, pamphlet, or paper, that 
has ever appeared, at home or abroad, on his writings. What- 
ever is known of his life, and all remaining memorials of him, 
would find a place in this supplementary volume. 

We hardly need add that this edition would include the 
Sonnets, and any other compositions ‘legitimately connected with 
Shakespeare’s name. 


II. THe Typocrapny. It would be presumptuous in us to 
suggest anything on this head, further than to express a hope, 
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or rather an assurance, that this great requisite for carrying out 
our proposal would be undertaken by one or more of those 
great masters in the art of printing who abound in England, and 
have already produced works which place the press of this country 
on a level, at least, with that of any other. In type, in paper, 
in perfection of press-work, it would go hard with us indeed if 
we could not bring forward in honour of Shakespeare such a 
specimen of typographical skill and taste as has never yet been 
witnessed. We feel sure that it would be accepted by the pre- 
sent generation, and treasured by ages to come, as the unrivalled 
production of the press, rising as superior to every previous 
effort as the Author whom it perpetuates is superior to all other 
writers in our language. 

And that it would probably never be reached in times to come 
might be secured by the union, in this publication, of abilities 
not easily brought together, except by such a grand national 
undertaking. To this principal point we now proceed. 


III. Tue Ittustrations. These we will classify under four 
distinct heads. 

1. To each play should be prefixed an engraving of an 
appropriate sketch expressly drawn by some artist of the highest 
class and of acknowledged reputation. Thirty-two or thirty- 
four would be needed ; and we may hope that, without requiring 
two from any artist, the United Kingdom could furnish men 
sufficient in number, as well as in skill, for the production of them. 
It need not be said that these drawings should be of exquisite 
finish, works of love, worthy of their intention and of the place 
they are destined to hold in connexion with the greatest name 
in our literature. 

Naturally, a scene would be chosen for each subject which 
would suggest a perfect and characteristic composition; and 
which of Shakespeare’s dramas contains not at least one such, 
in a true artist’s estimation? Indeed, much has already been 
done in preparation for such an application of British art. 
Our annual exhibitions seldom fail to present to us subjects 
taken from our national Bard. We have seen Hamlet with the 
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players, Wolsey at the Abbey-gate, Ophelia floating on the 
stream; Malvolio, Ariel, and fifty other characters have given 
subjects to smaller paintings. Nor must we forget King Lear 
and his daughters among the frescoes of our greatest public 
building. 

But these greater illustrations need not be necessarily his- 
torical; every branch of art may find its place. Will not the 
“beeches and ferns” of England be characteristic of Windsor 
Forest, better than a mere scene in its play? And have we not 
an artist from whom the Tempest might receive a pictorial 
description worthy to stand side by side with Shakespeare’s text ? 

Perhaps the great difficulty to be here encountered is in the 
engraving of such works; for they must not be entrusted to 
xylography. Yet, before evanescent photography has driven the 
immortalizing graver from the field of art, let us in this work 
leave to posterity a specimen of our prowess on copper or 
steel. From the purest line-engraving to the more popular and 
more complicated, though less artistic, processes by which so 
much effect is produced in modern chalcography, let us put on 
record for ever what the art of Marc Antonio could do in 
England in 1864. The style of each artist will naturally suggest 
that of the engraving. 

2. Each act, if possible, should have in the middle of the 
page one polychrome picture, such as so admirably adorn Mr 
- James Doyle’s “Chronicle :” in which the costumes, arms, furni- 
ture, dwellings, architecture of the piece, with the arts and cus- 
toms of its place and time, might be accurately represented. 
From these smaller illustrations the play ought to be able to be 
acted by any persons wishing to be exact in scenery and costume, 
in any country. 

3. The perfection to which art has arrived in colour-print- 
ing would enable us to complete our illustrations by borders 
such as have never before been produced. It would empower 
many artists who amongst us represent decorative art, illumin2- 
tion, and arabesque, once so highly prized, to contribute their 
share towards this intended work, and add to it singular beauty. 



















Tercentenary Memorial of Shakespeare. 231 


Each play would have its own border, decorating two pages, 
- or an open leaf, in colour. 

Now, it is one of the great gifts and glories of Shakespeare 
to have touched with his wand of light every period of civilized 
art, from the early dawn of literature to his own time. To re- 
cord this universality of connexion between his writings and 
art, it is suggested that the borders should commemorate the 
character of art flourishing in the country and period to which 
the drama belongs.—We will make a rough outline of the con- 

nexions which would result. 




















Artistic periods. 
Arcuaic GREEK AND ASIATIC 
(AXginetan and Lycian 


Plays. 


Marbles), Troilus and Cressida. 
CrassicaL GREEK, Comedy of Errors—Timon. 
Etruscan (Corioli and ancient 

Rome), Coriolanus. 

CrassicaL Roman (Baths of 
Titus, &c.), Julius Cesar. 
EcyeTian, Antony and Cleopatra. 
Cextic (interlacing, asin Irish), King Lear—Cymbeline. 
SCANDINAVIAN, Hamlet. 
Mepiaévat Encuisw (MSS.), John ¢o Richard III. 
Scotcn, Macbeth. 
FRENCH, Alls Well that Ends Well. 
SPANISH, Love’s Labour’s Lost. 
Renaissance (The Loggie, 

Giulio Clovio, &c.), Henry VIII. 

ITALIAN CINQUECENTO, Two Gentlemen of Verona, 


Taming of the Shrew, Ro- 
meo and Juliet. 
VENETIAN, Othello—Merchant of Venice. 













The whole history of decorative art, which may be called 
the history of taste, would thus be associated from its dawn to 
the commencement of its decay with our great Bard. He would 
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be shown to have sung of whatever in time or place was worthy 
of his genius. Sometimes solid monuments, like “the Stones of 
Venice,” would guide the artist’s pencil; but often, as in the 
matchless series of English historical plays, our own manuscripts 
with their splendid illuminations would completely illustrate the 
growth and progress of our decorative art. 

And after historical decoration should have thus been ex- 
hausted there would yet remain six or seven plays; unattached, 
so to speak; in which would be room for the Flora, the Fauna, 
and the Fairydom of Shakespeare to disport round the margins 
of his ample page under the luxurious but judicious guidance of 
poetical artists. 

4. There would, lastly, be full occupation for wood-engraving, 
in titles, initial letters, and tail-pieces, analogous to the subjects 
of the plays. 

And the binding might be made to recall the periods when 
the taste and beauty of the outward covering gave earnest of the 
splendour which it protected. 





IV. THe Manacement oF THIs Proposat. There is not the 
slightest idea of proposing any interference with the existing 
Committee, which includes in itself probably all, or at any rate 
most, of the persons best capable of carrying such a scheme into 
successful execution. 

All that would be required from it would be a delegation of 
some of its functions to sub-committees, which would work 
harmoniously together, settle the details of what is here present- 
ed only in block, obtain codperation, distribute the work, and 
set it a-going. But the ground-work of such sub-committees 
exists, and may easily be built on. Probably, in any other 
country, no small part would have been allotted, in what the 
country wished to do, to such societies as have a national charac- 
ter and representation for such undertakings. In England, too, 
had science been in question, had it been proposed to erect a 
memorial to Newton, still more had it been suggested to com- 
bine with it a perfect edition of his works, no one can doubt 


Tercentenary Memorial of Shakespeare. 233 


that the leaders in such a movement would have been the great 
scientific Societies, such as the Royal and the Astronomical. 

And here, why should not the established, and now recog- 
nized, Committee for the Shakespeare Memorial call in the assist- 
ance of such Societies as the Royal Society of Literature, or 
the Philological, for the text; and of the Royal Academy for 
the illustration, of the work that has been described? They 
could not indeed act corporately, but they could depute a certain 
number of persons to represent them ; active and able, as well as 
willing, to devote themselves to the undertaking ; and either al- 
ready belonging to them or easily created honorary members. 

Such a compound, but not over numerous, committee once 
formed, would suggest, without jealousy, the addition of other 
representative members; for example, from the Universities, from 
the British Museum, and from other learned associations in 
London and in other cities.* 


V. We will throw into our concluding section a few miscel- 
laneous observations. 

1. It might seem selfish to confine our tribute to Shake- 
speare to the efforts and contributions of our own country. We 
should not refuse advice or offers of assistance from abroad. 
Should we find an insufficiency of artists willing to give a help- 
ing hand at home, we feel sure that the land of Schlegel and of 
Schiller, of the critics and poets who have so thoroughly appre- 
ciated our Bard, would be as ready to illustrate his beauties with 
the pencil as it has been with the pen. The schools of Munich 
and of Berlin, of Vienna and Diisseldorf, have men who would 
not refuse to assist us if necessary. 

But, though we feel sure of home-art, would it not be a 
gracious offer to make to any of these great schools, that it 
would undertake the entire illustration, on the plan adopted, 
of some one play, congenial to German taste and character? 

2. The proposed plan is, no doubt, costly ; for though unques- 
tionably the noble and patriotic feelings of many artists would 


* As the Arundel, the Surtees, &c. 
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impel them to work for the national glory and their admiration 
of Shakespeare, adequate remuneration would be required by 
the greater number; and mechanical labour ought not to be 
expected free of cost. But the scheme ought to be remunera- 
tive. No one, who is able, would grudge a subscription, which, 
being spread over several years, would give in return, an un- 
equalled Memorial of the Tercentary Commemoration of our 
Poet,—one portable, personal, and at all times accessible. Let 
due calculations be made for something magnificent, if you 
please; then add margin enough to help or originate other 
purposes. , 

3. For instance, we cannot but fear that the attempt to 
provide a monument out of the common line of such memo- 
rials may fail from many causes. A statue of Shakespgare must 
represent Shakespeare and nothing more. He is too familiar to 
us as himself to be idealized, attitudinized, or thrown into rap- 
tures. The noble, well-known face must be before us; and 
there must be no startling, or allegorical, still less mythological, 
accompaniments. All this reduces a sculptured monument to 
a small compass. If erected in a vast open space, you must 
either make it colossal, or it will dwindle down to disproportion. 
Let the Achilles in the Park be a warning to us not to attempt 
the gigantic. 

It seems to us that the most suitable site for a statue of 
Shakespeare is one that should combine such recommendations 
as these. It should be in a central position, among his people; 
and daily visible without effort, especially by those whose very 
occupation is to honour him and to recognize his merits. It 
should be amidst buildings that can give it right proportions 
even to unpractised eyes, which have no scale of dimensions 
apart from the familiar measures of ordinary objects. It should 
be placed where these objects would be in natural relation with 
him whom it represents. 

Such a site, it appears to us, is to be found in the area in 
front of the British Museum, our noble and only temple of our 
literature and of ancient art. A statue in bronze, of large pro-. 
portions, placed on a grand pedestal, adorned with two inscrip- 
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tions, in English and in Latin, and two relievos representing in 
some way the character of his unrivalled genius, would, if placed 
there, be visible all day and every day, to every passer-by, with- 
out jealous guardianship; would be saluted by every student as 
he passes on to pursue his own studies, and by the tens of thou- 
sands who yearly visit the Galleries, and would be, where it should 
be, at the very gate of that realm over which the memory of 
Shakespeare reigns supreme. 

Indeed, it would show the way to that real Memorial of 
himself, which the Poet has raised, and which, in its most per- 
fect and precious form, would be preserved within. 

4. For we would finally suggest that two copies of the 
proposed edition of Shakespeare’s works should be printed on 
vellum. 

One should have incorporated in it all the original drawings, 
plain or coloured, furnished by the artists of every class for its 
embellishment. Thus posterity would be able to see, not in 
transcripts however accurate, but in the very pencil-strokes of 
the artist, the character and perfection of his work. 

The second copy the committee would naturally offer as a 
worthy tribute to the Sovereign, whose reign has been especially 
graced by the occurrence, in, we may hope, its yet long duration, 


of the Tercentenary Commemoration of England’s first literary 
Son. 


N. Carp. WIsEMAN. 


London, March 22nd, 1864. 





ANALYSIS AND SYNTHESIS IN PAINTING. 


By Puitie Gitpert Hamerron, Esa. 


Wuen Mrs Beecher Stowe visited England, she found, to 
her great perplexity, that artists and critics could no more agree 
about art than mankind generally can about religion. To a 
thoughtful and sincere woman, anxious to find out what she 
ought to believe about everything in which she felt an interest, 
the discovery of the diversity in art-doctrine which exists in 
Europe must have been quite painful. This diversity is a fact 
full of difficulty and discouragement to students, whose only 
wish is to learn to think rightly, and whose degree of culture in 
the matter of art is not yet sufficient to give them an independ- 
ent standing-point of their own. You pay a visit, let us suppose, 
to some eminent artist, and if your degree of acquaintance per- 
mits it, or you appear to desire it, he will probably, out of pure 
kindness to you, be led into a sort of talk more or less positive 
and didactic, and will enunciate some strong opinions, and lay 
down some hard dogmas, of the truth of which a long experience 
has convinced him. You go away, congratulating yourself on 
having acquired so much wisdom, and if you never talk with 
any other painter (or critic), you may, perhaps, rest satisfied with 
what you have heard. But if you know another eminent paint- 
er, the chances are that he will utter another set of doctrines; 
and if you know half-a-dozen, you will hear so many opposite 
opinions, that one of two results will be produced in you, either 
hopeless, helpless, life-long bewilderment, or a quiet resolve to 
labour to acquire independent opinions of your own. 
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Is the truth, then, nowhere? Nay, rather, it is everywhere. 
For as animal life is a balanced warfare of opposite forces, so the 
life of art is a fine balance, resulting from the perpetual conten- 
tion of warring truths. And each of these truths has its living 
enunciator, some painter or critic who insists upon it without 
ceasing, so that every truth gets uttered ultimately with all those 
advantages of vigorous statement which the hot ardour of par- 
tisanship can alone achieve. After all, it is but a difference of 
emphasis here and emphasis there. A man will always empha- 
size those truths about art which most strongly recommend 
themselves to his own peculiar personal temperament. This comes 
from the vastness of art, and the variety of human organizations. 
For art is so immense a study, that no one man ever knew the 
whole truth about it. Art is a world, of which each student 
sees and knows some fragment, just as our globe is known in 
little bits to different members of the human race, each farm 
being known to its own farmer, each house to its own inhabit- 
ant, but no one man knowing all the farms and all the houses on 
the globe. And the opinions of artists and critics can only be 
profitable to us if we consider their own point of view, where 
they are on the great art-sphere, and what they can or cannot 
see from thence. And it is also necessary to take into account 
their personal organization, of which, for this time, we have only 
space to consider two broad characteristics. Some men see 
synthetically, others analytically. 

1. The analytic habit of mind. If the reader has amongst 
his friends men of much intellectual culture, he will probably 
have met with an analyst. They are wonderfully keen investi- 
gators, and cunning hunters-up of particular facts, in the pursuit 
of which they pay no attention to other facts. They do not fish 
with a net, nor even with a trident, but with one thin sharp 
spear. It is perhaps on this account that analytic people often 
seem to us at once so intelligent and so obtuse. When suffi- 
ciently excited to investigate a fact they penetrate it very soon, 
but without that excitement every fact escapes them. The pure 
analyst is like a man always looking through a microscope, what 
he does see he sees with supernatural clearness, but that one 
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point is very small in comparison to all that is going on around 
him. 

2. The synthetic habit of mind—Synthesists find continual 
pleasure in observing the relations of things, but from their 
largeness of range they constantly miss minute truths, nor do 
they ever see anything so vividly as the analysts see that which 
they have analysed. Whenever they have to sacrifice either a 
truth of relation or a truth of detail they always sacrifice the 
detail. The synthetic breadth of view seems to analysts to want 
accuracy, and to be something very like a general bluntness. 
The synthesist, on the other hand, considers analysts to be 
clever children, surprisingly sharp on some points, and ignorant 
of everything else. The analyst esteems his own quality, penetra- 
tion; the synthesist also esteems his own quality, which is the 
power of seeing many things at once, with all their mutual 
influences. : 

3. The combination of the two minds in one.—It sometimes 
happens that a synthesist is gifted with considerable powers of 
analysis, or the converse. When the two powers coéxist in 
great vigour the result is, in painting, that union of breadth 
with detail which is so precious and so rare. An artist endowed 
with the double gift analyses all the pictorial impressions he re- 
ceives by resolving them into their minutest particles, but at the 
same time he sees all these particles in their just relations, which 
the mere analyst does not. The best intellect for painting is 
one habitually synthetic, yet capable of the most accurate analy- 
sis by an effort of the will. When the analytic tendency pre- 
dominates, even though there be considerable power of synthesis, 
the work is not so good, because good wholes, with defective 
parts, are always more valuable than bad wholes even though 
their parts be separately excellent. 

4. Primary artistic analysis of natural appearances—A 
finished picture is an attempt to render nature as nearly as pos- 
sible in full, but many kinds of drawing purposely leave out 
whole classes of truths, and this, in itself, is a sort of rude pri- 
mary analysis. Every natural picture, whether of landscape or 
figures, has at least the following elements. 
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Shapes of objects, or spaces occupied by them on the field 

of vision. 

Their local colour. 

Reflected colour. 

Light and dark produced by local colour. 

Light and dark produced by illumination. 

If we reject colour we still have the various other truths re- 
presented in a good engraving, but we may go much farther in 
rejection, and still remain intelligible. We may reject the light 
and dark produced by local colour, as the old masters often did 
in their studies, and as is done constantly, either absolutely or 
partially, in most of our popular wood-cuts. We may reject 
even the light and dark produced by illumination, and merely 
represent our objects by outlines, giving the boundaries of their 
shapes. The way in which men have always been accustomed 
to take and leave the truths of nature,* proves a certain power 
of analysis, without which it would hardly have occurred to any 
one to translate coloured objects into white and black, and still 
less to represent them by mere outlines, which are only artificial 
enclosures of spaces, like fences round fields. 

5. Artistic analysis of light. Light presents itself to the 
simple and unscientific, but very observant, artistic mind in two 
different characters, as direct or reflected light. What are called 
shadows, being merely parts of the subject not directly illumin- 
ated, are lighted by complex reflected lights. In the study of 
direct light the artistic analyst is so far an optician as to perceive 
that surfaces at right angles to the direct rays are most strongly 
illuminated, and that as the angle becomes more acute the de- 
gree of illumination diminishes—this fact at least he perceives, 
because it is the first secret of successful modelling. But it is 
in the study of reflected lights that artistic analysis is most act- 
ively exercised. They come from sources often so unexpected 
that a definite mental effort is needed to trace them all to their 
various origins, and as reflections are almost always complex, the 


* And that for thousands of years. The | tian work. Their strong abstraction must 


Nineveh marbles give evidence of great | have been based upon some kind of analy- 
power of analysis, and so does much Egyp- | sis. 
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sort of effort they most frequently call for is analysis. Again, 
as light is endlessly reverberating, we have re-reflections and 
re-re-reflections, which, mingling together, produce appearances 
that all artists try to account for, and that never can be ac- 
counted for without the most subtle and delicate analysis. 

6. Artistic analysis of forms.—The study of anatomy is the 
most definitely analytic movement in this direction in figure- 
painting. Actual dissection is evidently analytic, but so also is 
mere observation, when it seeks the separate causes of attitudes 
and expressions in living creatures, for these cannot be clearly 
defined without reference to the facts of anatomy. The best 
analyst of expression would be an anatomist accustomed to ob- 
serve living faces under all the varieties of human emotion, with 
continual reference to anatomy. Sir Charles Bell was such an 
observer, and his treatise on the Anatomy of Expression is an 
interesting example of the analysis of art and nature in connex- 
ion with each other. In landscape we have an increasing tend- 
ency to analysis, as shown by the special study of plants, even 
to dissection of flowers, and the careful analysis of mountain 
form with reference to geological structure. Mountains cannot 
be actually dissected, but by means of geological diagrams we 
arrive at the results of dissection. This kind of study has how- 
ever the peculiarity that it teaches the actual forms, not the 
apparent ones, and therefore, though valuable to a certain extent 
for the definite information it conveys, would be of no use in 
drawing and painting unless carried on in conjunction with that 
other kind of form-analysis which deals with the appearances 
of forms, that is, the shapes of the spaces which they occupy on 
the plane of vision, and their projection. 

The science of perspective, though of little practical utility 
in painting, was a resolute attempt to analyse the appearances of 
forms in a rigidly scientific manner. A more profitable kind of 
analysis is that constantly exercised by the eye of every good 
draughtsman when he looks energetically at a cluster of forms 
and decomposes them, just before drawing them. In such mo- 
ments of hard looking a good figure-painter resolves a model 
into hundreds of variously swelling muscles with many projec- 
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tions of bony structure, every one of which, though never so 
faintly marked, he sees and seizes in its own place. But I can- 
not help thinking (this may be because I try to paint landscape 
myself, and so feel the difficulty of it) that the most marvellous 
efforts in this kind of analysis are made by the best of our 
modern English landscape painters. °The way in which they 
distinguish the thousands of quite different objects, every one of 
which has to be separately examined and studied before a 
modern detailed landscape can possibly be painted, is, I believe, 
the uttermost reach of analysis which can be pointed to in the 
history of art. For, first, there is the analysis of the species of 
objects, as all the endless species of trees, plants, rocks, &c., and 
then the disentangling of the innumerable crowds of them which 
cover natural scenery in infinite confusion. When you have 
analysed the human body thoroughly you are master of figure 
analysis, but when you have analysed an oak tree thoroughly 
you are not master of landscape analysis; there still remain ever 
so many other species of trees, and then the mountains, and 
the rocks, and the infinite foreground vegetation, and the forms 
of water as it runs in torrents and rises in storm-waves, and the 
forms of clouds, fields vast enough, each of them, for the labour 
of a life! 

7. Artistic analysis of colour—In looking at any natural 
picture, whether a group of men or animals, or a landscape, we 
are aware of certain broad masses of colour, but also, in exact 
proportion to our culture, we perceive variety within the masses. 
For example, the popular mind of the Burgundy wine district 
has long perceived the splendid golden colour of the vines in 
autumn, so that the French department in which those vine- 
yards are situated has for its title that noble one the Céte d Or, 
a name peculiarly interesting as a national recognition of the 
glory of natural colour. Every traveller, not colour-blind, who 
in the month of October drives along the broad road that runs 
past the Clos de Vougeot through Nuits to Beaune, sees on his 
right hand such a perpetual blaze of golden colour over the 
vast expanse of sloping vineyards, that the least observant cannot 
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help talking about it and wondering at it. But I doubt 
whether anybody who has not tried to paint knows of how 
many elements that colour is composed, what subtle, delicate 
greys there are in it, what strange purples, what tender, exquisite 
greens, what spots of sanguine crimson, what grave and sober 
sorts of russet, what paleness of fading yellow, nearer the colour 
of primroses than of gold. ‘The impression given by the union 
of all these colours is invariably that of deep, reddish, very rich 
gold, but pray how can a painter paint so composite a colour 
without first decomposing it? On finding himself in front of 
such a burning expanse of vine-leaves, of whose countless mil- 
lions not two are coloured precisely alike, a painter’s first thought 
is to sift out and analyse the elements of his own impression in 
order that he may himself afterwards, by the re-union of the 
same elements, reproduce the impression on the minds of others. 
For the public mind is, on this question, more critical than its 
habitual simplicity of language would lead us to suppose. A 
gentleman who has been driving through the wine district in 
autumn uses such simple, emphatic words to describe his im- 
pressions that you would imagine a little pure cadmium yellow 
might satisfy him, and that the greys and purples were super- 
fluous. Not so. He would at once feel that the cadmium was 
crude (though no cruder than his own word “ golden”)—and to 
satisfy him you would have to paint the greys and purples, to 
accomplish which you must first analyse them. 

It is probable that spectators who only look at pictures, and 
are not accustomed to the conversation of artists, may ‘not give 
them credit for much of this sort of analysis, but the portfolios 
of many landscape-painters contain sketches and memoranda on 
which letters, or words, and sometimes whole sentences are writ- 
ten, from which it would be easy to prove that their authors 
really do analyse colour before painting it. The following para- 
graph, copied just as it stands from a note written upon a study 
of my own, may be taken as a specimen of such memoranda. 
It was scribbled hastily for my own guidance, and may be ac- 
cepted for what it is worth, though I would much rather quote 
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from the private memoranda of some other and better painter if 
I had the opportunity. The numbers refer to corresponding 
numbers on the study. 

“The causes of the varieties of colour in these mountains 
are as follows. First, there is the rocky structure of the moun- 
tain itself, which comes out bare in the bosses, as, for instance, 
continually in Ben Vorich (No. 1), which is the best example of 
ruggedness at Loch Awe. This bare rock gives a valuable cool 
grey tint, but grass grows where the soil holds, and this grass, as 
the ground is poor, reaches no more brilliant colour than a 
warm olive green. The most precious result of this conforma- 
tion is that wherever water runs in wet weather the grass is much 
greener, and this produces the appearance of an infinite number 
of windipg lines of green, running in and out amongst the rocks 
in the most wayward manner, but in reality always subject to 
the laws by which water flows. And it is these green stream- 
marks which indicate, more than anything else except shadow, 
the true mountain form. Although visibly enough defined, 
they are always gradated at their edges into the olive-green 
around, because the water does not always flow down them in 
the same quantity, and only occasional floods refresh the edges, 
whereas every shower nourishes the roots in the middle, which 
therefore produce the greenest grass. The trees at present 
(May) are of a dark olive green, but the places where the wood 
has been cut are reddish. In No. 2 there is little variety of 
colour just now, the principal elements of it being the usual 
olive grass and the rock structure under it. The exposed 
ground to the right on this mountain is redder, though still 
very grey. No. 3 has a very slender covering of grass, slashed 
all over with reddish openings. In No. 4, just under the figure, 
or a little to the right of it, the openings are redder than any- 
where else. In No. 5 the bare rock scarcely appears at all, but 
there is a great intricacy of mosaic on account of the grass 
being patched with heather. In No. 6 the bare rock is nowhere 
visible, but there is the richest mosaic of grass and heather. As 
to the middle distance, beginning with the promontory, some 


trees are now in their richest spring green, whilst the evergreens 
16° 
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show dark amongst them, and therefore produce a telling con- 
trast. The rest of the middle distance is a mosaic of purple and 
green, neither intense now.” But all this, I fear, is becoming 
tiresome, and so let us get to the concluding sentence, which cer- 
tainly seems to. have been written by somebody who was trying 
very hard to analyse (or separate the elements of) the natural 
subject, and found himself baffled by Nature’s inextricable en- 
tanglement. “Odjects come against each other continually where 
there is not contrast enough, either of colour or light, to separate 
them, and the consequence is an inextricable confusion ; this is espe- 
cially noticeable in the leafless tree to the right, which is quite 
confused with the leafy one and the mountain background.” 
Here is only the very rudest analysis. Grass is greener in 
one place than another because it is better watered, hills are 
slashed with reddish openings in the grassy turf, or covered with 
a rich mosaic of purple and green. There is another kind of 


colour analysis incomparably more delicate, that of a colourist 
actually working in colour, for then, at every instant, he is ana- 
lysing hues which no words can describe, no writing decompose. 
A colourist must be an analyst of colour—how far consciously 


so or not it may be difficult to determine, some colourists think- 
ing and looking laboriously before they paint, others working 
(as it would seem) by happy instinct. But out of analysis, in 
every case, comes the astounding sorcery of making things 
look quite right by means that seem so arbitrary, and odd, and 
wrong. If you go to any great work in colour, and stare hard 
into it, at a distance of six inches, you will see queer dots and 
streaks of colour quite unlike what lies on that part of the natural 
subject, but which tell truly at the right distance, because they 
are concentrations of colour elements gathered by the analysis of 


surrounding fields of colour. ‘They are true essences, obtained 
by analysis.* 


* There is a curious resemblance be- 
tween the faculty of analysis in seeing 
colour-and in tasting food. Many of us 
can know that a dish is badly cooked with- 
out being able to say why. Any prac- 
tised analyst of flavours, a good cook, or 


an epicure, can somehow separate the most 
composite flavour into all its elements, and 
so finds out at once which element is super- 
abundant and which deficient. The fa- 
culty of musical analysis is of the same 
kind. A good musical critic not only 
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8. Critical analysis of compositions.—Art-critics sometimes 
analyse pictorial compositions with a view to ascertain the laws 
of composition. True composers, I imagine, rarely, if ever, 
analyse their own work in this way, and the main use of such 
analysis is that it makes us admire good compositions more and 
enjoy them better. The sort of analysis with which critics often 
amuse themselves may be best understood by an example, and 
in order to be quite sure that the composition selected for ex- 
amination is accessible to all readers of this Review, I will choose 
the drawing by Nicholas Poussin, a photograph of which was 
given in the second number. 

It is a building of many forms, apparently acting in perfect 
freedom, into one structure of a character so peculiarly artificial 
that composition of this perfect kind is never found in any na- 
tural group. Nature gives abundant hints and suggestions, but 
never quite composes, in our human sense; just as the murmurs 
of waves and the whistling of the wind may suggest musical 
ideas, but never play tunes. In this drawing the structural 
arrangement of the group is obvious at a glance. The centre is 
the head of Pan’s image. A canopy is formed over it, not only 
by the trees, but by an imaginary arch begun at one side by 
the arm and trumpet of a faun, and at the other by the arm and 
timbrel of a nymph. See how curiously the right arm of the 
faun continues the curve of the arch, and as the hand did not 
go far enough down it holds a piece of drapery which carries the 
line almost to the thigh of the kneeling faun, which really bears, 
on that side, the weight of the arch. On the right the arch is 
continued by three flying pieces of drapery, and the body and 
leg of the boy, his foot in the right-hand corner being the ter- 
mination of the arch on that side. Under this imaginary arch 
is another easily traceable, one of which the head of Pan’s image 
is the keystone: This second or inner arch is constructed on 
the right of the outspread arms and head of the nymph taking 


hears the whole of a chorus, but he hears| his imagination combinations of sound, 
all the parts separately, as well as simul-| which he has to analyse before making out 
taneously. And it seems probable that a | his score. 

composer, when writing an opera, hears in 
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the flowers, the head of the child who carries the flower-basket, 
and the head, body, and left leg of the boy who is helping the 
drinking satyr. On the left, the same arch runs from the night 
knee of the kneeling faun through his body and head to the ~ 
head of the woman on the goat, then through the faun’s head 
- at her side to the left hand of the nymph carrying the faun, 
whence the ascent to Pan’s head is very slight. The reader will 
observe how curiously all the other forms support this arch, or 
correspond to it. The arm of the kneeling faun, the woman’s 
outstretched arm, the arm of the faun at her side, are built toge- 
ther compactly. And observe that the faun on the nymph’s 
shoulder keeps its nght hind-leg lower for the same reason. To 
complete the composition, there are festoons of forms under Pan 
as well as arches above him. The most important festoon 
begins on the left with the inclined body and the extended right 
leg of the nymph on the goat. It reaches the ground in the 
thigh of the fallen satyr, and rises again through his shoulder to 
the body of the stooping faun. See how the three heads of the 
stooping faun, the drunken satyr, and the boy, carry the festoon 
up regularly on the right. There is also a smaller festoon nearer - 
Pan descending from the uplifted hand of the nymph who car- 
ries the faun, through her right hand, and along the faun’s head, 
to the shoulder of the nymph who has pushed down the satyr, 
thence it rises through her head to the drapery of.the nymph 
taking flowers, and through her head to the timbrel. A lower 
festoon is completed by the flower-basket thrown down in the 
foreground, to which the foot of the riding nymph points, and 
the trees in the background are strengthening pillars within the 
larger or imaginary arch: The composition may be summarily 
described as a central image of Pan surrounded by arches and 
festoons of combined forms. It is a real structure, not a fortui- 
tous agglomeration. Much more might be said of it in this 
_ way, for the smallest details quite curiously corroborate what has 
been already advanced, but this analysis is long enough to be 
read with patience. 

9. Artistic analysis in technical methods.—Painters with a 
strong analytic tendency often try to separate the work of 
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painting as much as possible, because such intellects find diffi- 
culties conquerable in succession which, to them, are insuper- 
able when united. The excessive technical difficulty of paint- 
ing consists in this, that with one and the same touch the artist 
has to give true form and true colour—it is like a game at bil- 
liards where you have to hit two balls with one stroke, with the 
difference that in painting misses are injurious to the beauty of 
the work and are hard to retrieve. The finest execution is there- 
fore always marked by great power of synthesis, of which more 
presently, but it is safer for artists who are not endowed with 
that power to divide the difficulties as if they were hostile armies, 
and attack them separately. Such painters often work in a sort 
of mosaic on a carefully prepared design; and as working with 
mixed tints is a kind of synthesis, they sometimes carry the ana- 
lytic principle so far as to resolve the tints into their compo- 
nents, and paint with small touches of quite pure colour. The 
practical analysis of natural tints has never, I believe, been 
carried farther than by Whaite and Alfred Hunt, who succeed 
in rendering them with remarkable brilliance on the principle of 
resolving compound tints and representing them by the juxta- 
position, or superposition, of the component colours. It is nght 
to add that conquering difficulties by dividing them was not the 
only object of these artists. They perceived that the brilliance of 
pigments was always dulled by mixture, and that the too common 
modern practice of unlimited intermixture led to ruinous results. 
To avoid this they adopted the plan of working in pure colours on 
a white ground, and, as they liked form, they chose to work on 
a careful design. But the analytic tendency in execution is by 
no means confined to these artists and their school. We observe 
it in much modern English work. Holman Hunt’s practice is 
analytic, indeed the pre-Raphaelite way of work is naturally 
analytic, because pre-Raphaelitism has, from the beginning, 
been an analytic movement, and may be best defined as a new 
analysis of nature. When pictures are painted on careful de- 
signs and finished part by part, it is analytic execution. When 
they are first blocked out roughly in formless masses and 
brought forward all at once into drawing and detail, it is syn- 
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thetic execution. Of course in the first instance there must 
coéxist considerable intellectual power of synthesis, and, in the 
second, of analysis, but as regards execution the distinction is real. 

Pictures painted analytically are objects of much contempt 
to critics who admire exclusively the opposite principle of work. 
They deny to such art the title of “ painting” altogether, and 
call it “ coloured drawing.” Having no prejudice against either 
process I may be trusted, so far, in speaking of their relative 
merits and defects. Analytic work is generally more carefully 
drawn and more pure and bright in colour; synthetic work is 
generally truer in effect, freer in handling, and more masterly in 
impasto. Whaite is an excellent example of the former, and 
Lambinet of the latter. 

10. Analytic systems of art-study.—The principle of analy- 
sis may be carried very far in art-education. The pupil may 
have the difficulties so ingeniously divided for him as rarely to 
present more than one at a time for him to contend against. 
The good of this system is that by separating the difficulties 
they are more thoroughly understood and more easily conquered ; 
the evil of it, that it in no way represents the struggles of the 
mature career of an artist whose supreme embarrassment is not 
the number of difficulties, but the fact of their intimate inter- 
union. The pupil who has always been breaking the sticks one 
by one is likely to experience severe disappointment when he 
discovers that he cannot break the faggot. 

Advocates for the analytic, system of art-education ge- 
nerally attach such importance to drawing that they would have 
painting postponed until the pupil has acquired the power of 
accurate design. The following sketch of an analytic system 
of education in landscape will show how far the principle may be 
carried. As to the policy of adopting any such system in prac- 
tice, it would be wise to do so only on condition of frequently 
laying it aside for a completely synthetic way of work. For ex- 
ample, a pupil who should work alternately six months with a 
severe analyst and six with a synthesist would escape the dangers 
peculiar to each method when followed exclusively. 

1. Study of simple objects in black and white with the pen, 
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like Durer’s wood-cuts, not recognizing local colour, and only 
using shading to help the expression of form. Common day- 
light permitted but no sunshine. Great attention directed to 
firmness and accuracy of line. 

2. Study in black and white, aiming chiefly at the translation 
of local colour. No sunshine admitted. Form not so severely 
required as before. 

3. Studies of the same objects in sunshine. In the attempt 
to render /ight, form and local colour not severely required from 
the student. This of course involves the careful study of cast 
shadows and reflected lights. 

4. Analytic study of many classes of natural objects by the 
foregoing methods. Leaves, flowers, grasses, mosses, branches, 
twigs, trunks, stones, rocks (especially such portions of them as 
best show their structure), parts of mountains, bits of foreground, 
and so on. All the principal species of trees, rocks, &c., to be 
studied separately. 

5. Studies admitting colour but no sunshine. These studies 
being entirely for local colour everything else is, for the time, 
treated as of minor importance. KRepetitions of the analytic 
study of natural objects, this time with their local colour, and for 
it peculiarly.* 

6. Studies for coloured sunshine. New analysis of natural 
objects in sunshine. Truth of sunlight and sun-colour all that 
is aimed at. 

11. Partial or irregular analysis——It is only in very recent 
times that the doctrine that everything is worthy of study has 
been admitted by artists, and even yet we find figure-painters 
who will not take the trouble to analyse landscape seriously and 
therefore cannot paint it at all. Ingres is a notable example of 
partial analysis ; he has analysed the human figure, and can draw 
it well, but he cannot draw a stick or a stone, far less a wave of 
the sea or the ripple of a brook. But if the reader cares to 
seek for examples of partial analysis he will find them abund- 
antly in the Exhibitions. The best painting requires an insight 


* The best time for such study as this is in gloomy weather, after, or during rain, 
The local colours are then at their fullest, aiid still imitable. 
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so universal that nothing can escape it, and as this sort of insight 
is rare we find that one painter analyses one thing, and another 
another, but that nearly all of them miss some orders of truths. 
Partial analysis is indeed only another name for imperfect in- 
formation, which cannot be hidden in painting, as it may in 
literature, by artfully passing one’s ignorances in a parenthesis 
and loudly enlarging upon the little we know. The empty 
space in the painter's brain is represented by a corresponding 
emptiness in his pictures, and the critic will often find evidences 
of partial or irregular analysis. 

The difference in general power of analysis between one 
man and another is also very great. A common painter con- 
templating nature is like a rustic staring at the stars, he can 
analyse the more obvious constellations, but behind them lie 
dim fields of cloudy light which he cannot resolve; and the 
greatest painters are like astronomers with telescopes, analysing 
much, and guessing at more, yet still always ultimately finding 
the last infinite and impenetrable mystery of things. 

12. Pernicious excess in analysis—W hen painters see detail 
very clearly, they are often fatally led into morbid or excessive 
analysis. In this state the artist perceives detail with surprising 
minuteness, and is, as it were, fascinated and blinded by it, than 
which nothing can be more dangerous to any painter, for then 
he cannot see one natural picture, nor even a part of it, but 
only the particles of parts. 

We see the same tendency at work in other things. Gram- 
mar is an analysis of language, and may be of some use in its 
way, provided we do not weary ourselves with it. But excessive 
grammar is over analysis, and grammarians are often rendered 
insensible to the artistic beauty of great literary works by their 
petty grammatical habits. They will interrupt you in the 
finest passages to expatiate on the force of a particle. As there 
are two ways of reading Homer, that of the poet and that of 
the philologist, so also there are two ways of reading nature, the 
artist’s and the analyst’s. 

13. Premature synthesis—Synthesis, which is attempted 
before a sufficient power of analysis has been acquired and 
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exercised. The colour-work of amateurs who are so situated as 
to be able to devote little time to the practice of art, is nearly 
always rendered nugatory by premature synthesis. So also, 
very frequently, is that of artists by profession who are obliged 
to expose pictures for sale without having given sufficient time 
to analysis in the way of study. 

14. Synthesis in light—The lightness and darkness of each 
object, being relative, must be translated synthetically, that is, 
with continual reference to the rest of the picture. When this 
is not done, the parts may be separately true, yet false when 
considered with reference to the whole. The necessity for 
synthetic and artificial systems of light in pictorial art results 
from the difference in scale of natural and pictorial light, for, if 
they were the same, a part truly copied in its light and dark 
would also be true relatively to the whole, which it cannot be so 
long as our scale is shorter than Nature’s. 

There is also, in all good pictorial art, a synthetic and artifi- 
cial arrangement of light. It very seldom occurs that a natural 
scene is illuminated in a way precisely fitted to the purposes of 
art, because the first want of human art is unity, and Nature, in 
those fragments of her creation which we make into artistic 
wholes; seldom cares to achieve unity. The real unities of 
nature are so large as to be beyond the grasp of painting. Her 
landscapes are fragments, but the globe is a rounded whole ; her 
men and women are imperfect details, but the human race is a 
balanced being. Art takes tiny fragments of Nature’s great 
wholes and makes little wholes of them. Nature’s illumination 
is generally scattered—wants concentration. Good artists con- 
trive, without violating the laws of possible phenomena, to light 
their pictures in such a manner that the light, instead of shat- 
tering the composition into fragments, shall bind and bring 
together all its chiefest elements. 

15. Synthesis in colour.—Colour requires higher power of 
synthesis than anything else in art, for although analysis is of 
use in studying natural colour, it does not of itself enable us to 
make colour of our own, because, whether you will or not, in 
painting on any one part of your picture you are really painting 
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upon, that is, changing the colour of, the whole canvas at once, 
and unless you do this always synthetically you will never suc- 
ceed. Every new touch changes all the touches already laid,— 
if warmer it cools them, if cooler it warms them, if brighter it 
dulls them, if duller it lends them brightness. This is so 
curiously true that visitors to the studios of painters constantly 
believe that the artist has been working on portions of his 
picture which he has never touched since their previous visits. 
And they are right. 

16. Synthesis in form.— Commonly called composition. 
The synthetic arrangement of forms is strikingly apparent in all 
first-rate design, and it is one of the eternal distinctions which 
separate good design from photography. In photography the 
arrangement of forms can never be synthetic. You may group 
your models and materials as artfully as you like, there will be 
no synthesis. So in living groups of costumed models, called 
tableaux vivants, which people sometimes amuse themselves by 
getting up, it is not possible, by any amount of care in arrange- 
ment, ever to obtain artistic synthesis. Why ? 

Because synthesis in form does not merely arrange given 
forms, but runs into, and modifies, every line in the forms them- 
selves. A great inventive artist never in a picture draws any- 
thing exactly as it is, but compels it into such shapes as he wants 
in that place, having reference all the time to all the other shapes 
either already put, or to be put, in all the other parts of the 
picture. Hence the imitation of artistic composition by group- 
ing things for the photographer, or by tableaux vivants, is a 
manifest absurdity. 

Something of the mutual effect of colours is observable in 
the relations of forms: They modify each other to a consider- 
able extent by contrast; a stiff line seems doubly stiff beside a 
flowing one, and a slight curve is much more perceptible when 
you set it beside a straight line. Good composers avail them- 
selves of this property with great skill, and their lightest grace 
and sturdiest strength are due to it: 

17. Synthetic systems of art-study.—A difference of opinion 
exists amongst painters as to whether young artists ought to 
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begin to paint before they have mastered drawing, or only take 
up the palette when already accomplished draughtsmen. This 
difference may be stated as, on the one hand, an advocacy of 
the analytic system of art-education, and, on the other, of the 
synthetic. Sir Joshua Reynolds and Mr Leslie are amongst 
the synthesists ; and I know a good painter, who, on finding that 
a young friend of his was drawing assiduously to improve his 
forms, recommended him most urgently not to draw in black 
and white, but rather try to improve his drawing gradually 
whilst painting, in other words, to study synthetically. 

There is much truth in this view, and much importance is 
to be attached to the fact that since painting is, after all, work 
emphatically synthetic (being the union of many forms and 
colours and lights and darks into artistic wholes), it must be right 
to get the student as early as possible into the Aatit of synthesis. 
But painting is a synthesis of what? Of innumerable truths. 
And it is found, in practice, that the human faculties are not 
large enough to learn all these truths at once. 

The most rational conclusion appears to be that the right 
principle of early study is analysis, but that between the period 
of studentship and that of mastery there exists an interval, in 
many cases long and laborious, when the artist is painfully ac- 
quiring the power of synthesis, that is, the power of expressing 
all at once, and harmoniously, the many different facts which he 
is already able to express separately. 

Such are a few of the reflections which naturally suggest 
themselves, in one shape or other, to every painter who 
thinks about his art. But it is. seldom that painters are 
willing to recognize the full value of both the two great mental 
operations which govern the art of painting. Some urge the 
necessity of analysis, the separation of aim in study, the resolu- 
tion of all things into their component parts, and the conscious 
investigation of causes. Others, and these generally the greater 
men, say that all analysis is valueless except as a part, and by no 
means the most difficult part, of study, that for performance it 
goes a very little way ; and these latter have such slight respect 
for the power of analysis, that they neither value it much in 
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themselves nor honour it in their fellow-artists. They assert, 
too; that a strong healthy eye, which sees things truly as they 
appear, and a retentive memory, which holds what the eye has 
seen, are better possessions for a painter than the power of 
minute analysis. And they are certainly right so. far, that 
analysis becomes a habit, and always has a tendency to attach 
itself to some facts to the neglect of others, so that a skilled 
analyst sees a few things with supernatural clearness and is blind 
to everything which he has not analysed. On the other hand, a 
true synthesist sees quite impartially, and this impartiality makes 
him largely receptive. The analyst penetrates and resolves 
many things, but a perfect synthesist would receive all things. 
The best state for a painter would, no doubt, be to see things 
all at once, in their right pictorial relations, and then to be able 
to keep the natural group or scene in his memory with perfect dis- 
tinctness, and Jook at it, as one looks at a real scene, but without 
any effort of analysis, simply seeing and copying the complete 
picture in the mind. Painters are generally strong as they 
approach to this state and weak as they recede from it, the 
weakest state of all being when the artist, finds himself com- 
pelled to think about what he is doing, and to analyse nature 
with full consciousness of his occupation. Nevertheless, sim- 
plicity of sight and strength of memory are so rare, that most 
painters are wise ‘in making up for the deficiency of these, so 
far as they are able, by scientific accuracy of analysis and labori- 
ous gathering of registered observations. Yet, though it may 
be permitted to accumulate materials by such processes of separa- 
tion, we may rest assured of this, that in all fine art, the supreme 
Lord of Construction, who, if present, makes precious the most 
meagre materials, and in whose absence all that knowledge can 
-contribute and wealth procure will be lavished vainly, is that 


strong ruler Synthesis, whom Analysis may effectually serve, but 
can never either replace or represent. 





THE REACTION FROM PRE-RAPHAELITISM. 


By Puiie Girsert Hamerton, Esa. 


Tue paper on Analysis and Synthesis in Painting was written 
to clear the way for this. Having considered the great theoret- 
ical question at length, we can now dispose of this practical 
one briefly. 

The Pre-Raphaelite movement is understood to have com- 
bined two very distinct aims: first, the intellectual elevation of 
art by the choice of noble and original subjects, and, secondly, 
its technical advancement by a new and minute analysis of 
nature. The movement was therefore at the same time very 
ambitious intellectually, and very arduous practically, requiring 
both considerable mental power for conception and enormous 
labour of hand for realization. In two words, the Pre-Raphael- 
ites were intellectual and analytic, both to a superlative degree, 
previous art, in England at least, having generally been unin- 
tellectual (much of it even béte), and either nobly synthe- 
tic (Reynolds, Gainsborough, Turner), or feebly attempting 
synthesis (West, Haydon, &c.), or again partially analytic (Wil- 
kie, Landseer), but never yet resolutely and thoroughly analytic. 

The Pre-Raphaelite movement in painting was contempo- 
rary with similar tendencies in the outer public mind. We are 
generally more intellectual than men of the last generation, be- 
cause more familiar with literature, and consequently with many 
forms of thought which find full expression in literature, yet 
have no sufficient room for development in the fragmentary 
patchwork of common conversation. The steady increase of 
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scientific studies has also given very many of us the habit of 
analysis. ‘The father and mother of modern Pre-Raphaelitism 
were modern literary thought and modern scientific investiga- 
tion of the facts of nature. 

The reader is familiar with the chief products of the move- 
ment. He has a general idea of what constitutes a Pre-Raphael- 
ite picture. But if he endeavours to construct a definition of a 
Pre-Raphaelite picture he will find it exceedingly difficult; I 
venture to add that he will not be able to construct such a de- 
finition at all without including some of the defects of Pre- 
Raphaelitism, and I argue that as in course of time, by a 
reaction natural to men of high artistic endowments, the Pre- 
Raphaelite leaders will probably get rid of these defects, they 
will then produce works which, however excellent, will no longer 
be recognizable as Pre-Raphaelite works, or distinguishable by 
the more obvious marks of the sect. 

The marks of the sect were intellectual and emotional in- 
tensity, marvellous power of analysis, sensitiveness to strong 
colours, insensitiveness to faint modulations of sober tint, curious 
enjoyment of quaintness and rigidity in arrangement, absolute 
indifference to grace, and size, and majesty. 

Now as the greatest artists hitherto have become synthetic 
as they approached maturity, and used analysis only for the 
acquisition of knowledge, it seemed likely that after a while the 
Pre-Raphaelites would begin to feel that so long as they com- 
bined the greatest possible amount of analysis with the smallest 
allowable degree of synthesis they were paying unequal worship 
to the dual deity of art. The pendulum had swung so far on 
the side of analysis that it needed little foresight to predict a 
movement in the opposite direction. 

Besides, there was the question of individual temperament, a 
consideration not to be overlooked in dealing with an art so 
peculiarly the product of individual organizations.* It needed 


* For example, the temperament of | best, could only have made himself a 
Horace Vernet. For Vernet to have at- | third-rate Pre-Raphaelite, and as such 
tempted to paint like Holman Hunt would | would not have expressed one hundredth 
have been artistic suicide. Vernet, at the | part of the conceptions he lived to realize. 
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not only wonderful patience to produce Pre-Raphaelite pictures, 
it needed also the peculiar faculty of dwelling long on one sub- 
ject. Some men can do this quite contentedly, others cannot 
endure to do it at all. Leonardo really diked to be long about a 
picture, did not wish to see it finished, as some mothers do not 
wish to see their children become men and women. On the 
other hand, artists like Turner and Gustave Doré, being pressed 
by multitudes of conceptions, are impatient to get the idea of 
to-day expressed that to-morrow may be given to to-morrow’s 
thought. It is evident that artists of this latter class will always 
seek for expeditious modes of expression, and refuse long 
elaboration, not because they do not see detail, but because 
they would rather utter a thousand thoughts briefly than ten 
thoughts elaborately. 

Then, again, though Pre-Raphaelite work when at its best is 
very admirable, its aims are so high, and its pretensions so great, 
that it does not admit of mediocrity. No painter who held 
large views of his art could endure to produce second-rate Pre- 
Raphaelite pictures. Art which professes only to suggest and 
remind may fail in many things, and still be precious to us for 


its obscure hints of natural beauty; art which professes to be 
perfect imitation makes such immense claims that success is pro- 


portionately more difficult. Pre-Raphaelitism was only ¢oo un- 
compromising ; for the art of painting is confessedly a compro- 
mise. And the minuter the detail you profess to give, the more 
accurate must your information be. Prudent men keep within 
their science, and do not profess to know everything; he who 
offers to tell us the whole truth has need of enormous knowledge. 

It is on these grounds that I have always felt convinced that 
the Pre-Raphaelites would not effect that universal and perma- 
nent revolution in our school of painting which Mr Ruskin 


Such as he was, without being in the strict 
sense a great painter, he expressed his particu- 
lar talent most completely, and I argue that 
if he had attempted to be a Pre-Raphael- 
ite that particular talent of his would never 
have found expression at all. But there 
need be little apprehension, in these days, 
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of such loss as this would have been; for 
men of original genius will not now sub- 
mit to any system, however excellent in it- 
self, when submission would involve the 
stifling of their own faculties, and the ab- 
dication of their own place. 


Wv 
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seems at one time to have anticipated. That they have exercised 
a great and, on the whole, a beneficial influence is indisputable ; 
that they will succeed in imposing the two principles of intellec- 
tual conception and technical elaboration on the English school 
generally is not to be hoped for. Still less is it probable that 
they will revolutionize the disciplined schools of the Continent. 

One of the conclusions about painting to which I have been 
most unwillingly driven, is that it is not necessarily an intellectual 
occupation. There are painters who are intellectual men, and 
such men put an intellectual element into their art; but there 
are also very good painters who are not, in the strict sense of the 
word, intellectual. Good eyes and skilful fingers are of more 
practical importance to a painter than understanding. This is a 
reason why an intellectual school of painting is not likely to be 
realized, for in every school there will be men of strong sight 
and manual skill without much power of thought. 

Then as to minute elaboration, the mightiest painting refuses 
it almost always, for master-painters will not waste months in ex- 
pressing facts by copyism which they can express better by their 
magic in a day. That magic may be defined as the power of 
representing things with profounder truth by substitution of ab- 
stract results of study, than by imitation of the object. As the 
Pre-Raphaelites acquire this power they will desist from minute 
elaboration, and other artists endowed from the beginning with 
this gift will reject the Pre-Raphaelite discipline. 

It was curious to observe this turning-point in the career of 
Millais. The following quotation from Mr Ruskin’s Notes on 
the Academy Exhibition of 1857 marks it. “The change in 
his manner, from the years of Ophelia and Mariana to 1857, is 
not merely Fall—it is Catastrophe; not merely a loss of power, 
but a reversal of principle ; his excellence has been effaced, ‘as a 
man wipeth a dish—wiping it, and turning it upside down.” 
The truth is, that Millais, before going on his new tack, was for 
a while arrested in his progress, even visibly receding, his uncer- 
tain sails shivering powerless in the wind. And Mr Ruskin, the 
most keenly interested onlooker, feeling instinctively that the 
Pre-Raphaelite period was over, raised this bitter cry of disap- 
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pointment and regret. Since then Millais paints better than 
ever, but he is no longer a Pre-Raphaelite. Take, for instance, 
the picture called “ My first Sermon,” a most charming, love- 
able, covetable work, but not in any obvious way bearing the 
marks of Pre-Raphaelitism. The thought is pretty and interest- 
ing, but not profound; the execution skilful, but not elaborate. 
It is a quite successful bit of popular painting, equal to Leslie 
in felicity of expression, superior to him in colour. But if “My 
first Sermon” is a Pre-Raphaelite work I am at a loss to re- 
cognize the signs by which it is known as such. And the illus- 
trations to popular novels which Millais has of late years so 
richly given us do not visibly exemplify the principles of Pre- 
Raphaelitism. 

It is of course difficult to prove positively that any artist of 
the realist schools is or is not a Pre-Raphaelite, because the Pre- 
Raphaelites have never publicly defined their doctrines ; wisely 
leaving the public and the critics to find them out as they best 
might, and by this policy reserving much liberty of action. I 
have the greatest respect for Millais, who, though very unequal 
and with grave defects, seems to me as unquestionably a man of 
genius as either Keats or Tennyson, and as sure of immortality. 
But if Millais is a Pre-Raphaelite now, I see nothing to exclude 
Landseer, or Leslie, or any other thorough modern, from the 
sect. We have been told that one important distinction of 
Pre-Raphaelitism was that, whereas other men illustrated poets 
and novelists, the Pre-Raphaelites were to be their own poets, 
yet as Leslie illustrated Cervantes so Millais illustrates Mr An- 
thony Trollope. We have been told that another distinction of 
Pre-Raphaelitism was its care and labour in detail, but the pre- 
sent work of Millais is not so careful as that of Gérome, or 
Meissonier, or Blaise Desgoffe, yet nobody calls these men Pre- 
Raphaelites. We may be told now that this popularized art is 
the natural development of Pre-Raphaelitism, which is becoming 
freer in workmanship and more popular in subject, that is to 
say, that the school has developed itself into its opposite, as Pro- 
testantism sometimes “ developes” itself into Romanism. This 
is not development, it is reaction. Now either Pre-Raphaelitism 

17 * 
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has a peculiar doctrine or it has not. If it has a peculiar doc- 
trine, in what respect is that doctrine exemplified in the present 
work of Millais, and not exemplified in the work of Landseer 
and Frith? And if Pre-Raphaelitism has no peculiar doctrine at 
all,—what is it? 

There are states of the public mind which produce artistic 
results at particular times which, for lack of the necessary heat 
and excitement, no subsequent epoch can ever engender. And 
in these days we live intellectually so fast that such epochs 
occur every twenty years. They leave their mark in some work 
of inimitable art, never again to be produced by the intelligence 
of man. Marmion, Ivanhoe, Faust, Don Juan, Jocelyn, In 
Memoriam, Vanity Fair, are not to be written twice. And I 
could name as many pictures which are not to be painted twice, 
but in this place it is only necessary to point to Hunt’s “ Finding 
of the Saviour in the Temple,” as the culminating and repre- 
sentative Pre-Raphaelite figure picture, and Brett’s “Val 
d'Aosta” as the culminating and representative Pre-Raphaelite 
landscape. Those pictures had the qualities, and the defects, of 
the sect. There could be no question about how those works 
ought to be classed; they stood as visibly distinct from other 
forms of art as soldiers in full uniform do from a crowd of 
civilians. 

But since then, Pre-Raphaelitism, having produced the one 
or two representative works in which it seems to be a law of 
nature that each new thought shall embody itself, is losing its 
individuality, and melting into other art as an ice-berg drifting 
southwards slowly melts and loses itself in the warm seas that 
there surround it. It will exist still, as water exists mingled 
with other water, but it will be no longer a definite, visible, iso- 
lated power. 

Force is not lost, but it becomes untraceable when diffused, 
and is only recognizable by us when concentrated, or at its 
source. Pre-Raphaelitism has been unquestionably a force—a 
very great force,—and its effects, though it may cease to 
exist, will be lasting. It was a strong and beneficial reaction 
from indolent synthesis to laborious analysis, and from mental 
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inactivity to new thought and emotion—a great sharpening of 
the sight and rousing of the intelléct, and even a fresh stimulus 
to the feelings. The irresistible pendulum swung then towards 
analysis and thought, it is now swinging back towards synthesis 
and manual power. Such reactions take place in the private 
lives of individual artists. They try hard for synthesis and 
unity, then find the details weak and give themselves up to 
analysis; after that they perceive shortly an alarming lack of 
unity, and so swing back to synthesis. 

The representative of the most recent tendency is Mr 
Whistler. Of his work as an etcher I shall have to speak at 
length before long. As a painter he has the rare faculty of 
true oil-sketching, selecting with certainty the most essential 
truths. Mr Whistler’s merits may be best expressed in this 
way. Given, a canvas so many feet square, and so many hours 
to cover it in, Mr Whistler will put more truths, and truths of 
greater importance, upon that canvas in the given time than 
most of his contemporaries. Such a faculty is of the utmost 
value to a landscape painter on account of the rapid changes of 
vegetation.* Mr Whistler seems insensible to beauty, which 
is a grievous defect in any artist, but his work is redeemed from 
vulgarity by strange sensitiveness to colour and character. It 
is audacious, almost impudent, in manner, but it is not affected 
though it looks so at first, and even its audacity is based on 
directness and simplicity of purpose. I blamed his “ Woman 
in White” because it was hideous, and hideous pictures are 
always detestable, however meritorious. But the “Woman in 
White” was full of strong work. 

Nature is perpetually breaking bounds. We hedge thought: 
round with formulas, and in a few years, being too narrow, they 
are broken before we are aware of it. The Pre-Raphaelite 
























* No summer landscape can be paint- | genuine colour-sketches done from nature 
ed from nature if it takes more than a | at high speed. Anything further must be 
month, no spring or autumn landscape if it | done in the studio, and it is doubtful 
takes more than a fortnight. I am disposed | whether the studio elaboration is in all 
to believe now that the most precious re- | cases worth the rough note from nature. 

sults of landscape painting are frank and 
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boundaries exist no longer. “Even Pre-Raphaelitism,” says 
Mr Ruskin, “is degeneratirig and forgetting the principle with 
which it set out—that nobility of subject is a. main thing in 
painting ;* nay, the Pre-Raphaelites are forgetting even con- 


scientiousness of workmanship.” 


Still we owe them the acknow- 


ledgment that they taught us, at a time when we needed the 


lesson, that nature repays every new analysis, and that art may 
be grave and thoughtful.-- 


* Mr Holman Hunt is said to be en- 
gaged on a picture of the scene upon Lon- 
don Bridge on the night of the illumina- 
tion in honour of the arrival of the Princess 
of Wales. There is much in this choice 
of subject which betrays the evil influence 
of the art-speculator. It is a subject pre- 
cisely suited to a sensation picture. It 
seems to trade on the great popularity of 
the Princess. It appeals adroitly to the 
London crowd by giving it a picture of it- 
self. It affords no ground for noble emo- 
tion, but plenty of ground for vulgar in- 
terest, and occasion for popular comment. 
The painted illumination will excite a sort 
of interest akin to that of the real illumin- 
ation (though weaker in degree), which 
was neither intellectual nor nobly emotion- 
al, only sensational. The picture will be 
valuable as a record of the most extraordin- 
ary national excitement of modern times, 
and is likely to be a very successful specula- 
tion in the pecuniary sense, but for such a 
subject tobe chosen by one of the chiefs of an 


intellectual school of painting is an exceed- 
ingly bad symptom. 

T It is difficult to estimate how far the 
decline of Pre-Raphaelitism might still be 
arrested by Mr Dante Rossetti, but that 
painter, with an indifference to popular 
applause which we might admire if we did 
not lose so much by it, will not exhibit, 
and so deprives the Pre-Raphaelite cause 
of the strength derivable from his labour, 
and the honour due to his singular yet true 
genius. There was a little rumour last 
year that Rossetti intended to get together 
his principal works and make an exhibi- 
tion of his own, but it is now believed that 
this project is deferred or abandoned. A 
still better plan would be if all the genuine 
Pre-Raphaelites would borrow for a while 
such of their works as are strictly illustra- 
tive of the Pre-Raphaelite idea, and ex- 
hibit them all together. If they still care 
about the vitality of that idea, such an ex- 
hibition might yet keep it alive. 
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RECENT ADDITIONS TO THE NATIONAL 
ART COLLECTIONS. 


An admirable picture bought last year for the National 
Gallery caused great diversity of opinion among the connois- 
seurs. It was attributed to two different masters, contempor- 
aries, equals in talent and reputation, who for some time had 
worked side by side, were united by ties of relationship as well 
as of study, but who nevertheless differed widely in their manner. 
The superior learning and discernment of Sir Charles Eastlake 
at once led him to ascribe it to Giovanni Bellini, although many 
deceptive indications pointed to Andrea Mantegna as its author. 
In a recent journey to Venice I had the opportunity of recog- 
nizing, by unmistakeable analogies, the accuracy of Sir Charles 
Eastlake’s judgment. 

Now the public, unacquainted with these long and difficult 
investigations, often ridicules the uncertainty of connoisseurs. 
The true connoisseur is seldom very positive in his assertions, 
has to overcome many doubts and hesitations before he can pro- 
nounce decisively: his test for the acquisition of a work is its 
merit; people in general think only of the name to which it 
may be ascribed. 

These reflections I remember occurred to me in reading 
the opinion of a member of parliament, who, blaming the ad- 
ministration of the National Gallery, said that no work should 
be purchased unless with a certainty as to its author. The 
honourable member would have been perfectly justified if the 
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Gallery still pursued the old system, so wisely abandoned by 
Sir Charles Eastlake, of limiting its horizon to paintings of the 
16th and 17th centuries. It is not too much to expect in buy- 
ing a Guido, a Sassoferrato, or a Salvator Rosa, that these at 
least should be genuine and authentic; one has not then too 
much for one’s money. But in the assemblage of admirable works 
brought together by Sir Charles Eastlake, he has raised an edi- 
fice to art, in which some of the most valuable materials are at 
the same time the rarest and the least easy to assign to a known 
name. 

The National Gallery, like the Louvre, already contains 
some priceless works that continue to baffle our knowledge, and 
over which the veil which shrouds their authorship may remain 
eternally, without however hiding from us one particle of their 
beauty. 

It should be remarked that precisely when minute investi- 
gation and study of a work have revealed all its merits and in- 
trinsic value, the question as to the authorship arises. Now the 
public, that respectable, imposing, but not commonly enlightened 
section of the nation, care only for such works as can boast 
illustrious parentage. It is therefore a quarrel of daily recur- 
rence between the public and those connoisseurs who, as the 
saying is, are satisfied provided a picture has all the sacraments 
—except baptism. We must accordingly accept with resigna- 
tion this condition of doubt, and even of ignorance, remembering 
that it is the school in which knowledge developes itself. 

On the other hand, how happy are we when a fine work is 
rescued from forgetfulness or destruction and restored to its true 
position, especially when it involves a great name! 

I am not aware how far the good fortune of Kensington Mu- 
seum in a recent purchase has attracted attention. Mr Robinson, 
the most indefatigable and acute of discoverers, found at a small 
sale by auction, and secured for the merest trifle, a marble, of 
which the forms were almost hidden by dirt, but which never- 
theless betrayed the hand of Michael Angelo. He was struck 
with its singular beauty. Fortunately for the Museum no name 





Recent Additions to the National Art Collections. 267 


had been attached to it, otherwise it might have realized more 
hundreds of guineas than it cost pounds. It is a female head 
of which the mask is finished, the hair massed out, and the 
drapery of the head-dress indicated. I have no hesitation in say- 
ing, with a knowledge of almost every work from the great 
master’s hand, that never did he approach nearer to ideal beauty, 
nor render with greater success an expression at once sublime 
yet feminine, while the marble seems to soften into tenderness 
under his hand. 

On first seeing it, it gave me the impression of being the 
work of one of the happiest days of Michael Angelo’s youth, 
before his great contests, before the bitterness of public life and 
its cares had soured him, strengthening the natural bias of 
his mind, and which when reflected in his subsequent works im- 
parts to them a character of severity, ruggedness, and exaggera- 
tion. If we pass in review his female heads, even the most 
beautiful, they all partake of a virile strength which astonishes 
more than it charms; we are carried away by the sublimity of 
expression which stamps the work of genius, but the redund- 
ancy in form and the excess of useless vigour in the female 
figures distress and tire us. 

As I could never believe there was any room for doubt as 
to a work from Michael Angelo’s hand, I assume that every one 
admits the authenticity of the one in question. No written 
documents could augment its claim in my eyes, nevertheless I 
trust that Mr Robinson, and more especially the Museum, will 
receive with pleasure a statement of importance concerning this 
bust. In a journey to Bruges in 1862 I made a point of seeing 
the Virgin and Child attributed to Michael Angelo, and placed 
in the church of Notre Dame. I not only looked at it care- 
fully, but made a correct drawing from it, and notwithstanding 
my prepossessions, notwithstanding the favourable opinion of 
men before whose judgment I am accustomed to bow, I could 
not trace in it the master’s hand, and I wrote on the spot in my 
notes: “La Vierge attribuée 4 Michel Ange est un trés bel 
ouvrage qui le rappelle de prés, mais qui doit étre d'un de ses 





268 Recent Additions to the National Art Collections. 


premiers éléves. I] y a evidemment plus de rondeur et de dou- 
ceur que dans le maitre, il y manque partout son inimitable 
caractére et sa fierté.” 

The year of the execution of this group is supposed to be 
1503, and to support its authenticity, Vasari is quoted where he 
says that “at this time Michael Angelo made a circular bas-relief 
of a virgin, in bronze, for some Flemish merchants.” 

When we consider that at the same period he was com- 
missioned to execute fifteen statues for the Cathedral of Sienna, 
the colossal David for Florence, a David in bronze for the 
Maréchal de Gié, and the Twelve Apostles, each four and a 
half “braccia” high, for the Cathedral in Florence; that in 
addition to this he executed the Adonis, and the Virgin for 
Agnolo Doni,—all this between the years 1501 and 1503,—it 
will be confessed that the order of the Flemish merchants was 
hardly likely to be accepted, and that supposing they did obtain a 
work from his hand, it is far more probable to have been, as 
Vasari says, in bronze, of which the model would cost compara- 
tively little trouble. Another consideration has still more weight 
with me, and decides the question in my eyes. Beside the 
Pieta of St Peter’s and the Virgin of Agnolo Doni, I find it im- 
possible to place the Madonna of Bruges, feeble, soft, and de- 
ficient in character as it is. 

Finally, the strongest proof in support of my opinion is to 
be found in the Kensington Marble. 

In comparing the photograph of the head at South Ken- 
sington Museum with the drawing, which I made of the Virgin 
at Bruges, I was struck by the complete identity in the atti- 
tude, the coiffure, and all the details of the arrangement. The 
same model evidently served for both marbles, only one is a 
sublime work, the other a mild reproduction by a pupil. And 
the inference I drew is clear and direct ; after a sketch from his 
hand one of his pupils modelled and executed the Bruges group, 
for the invention unquestionably belongs to the master. To 
assist him in the more difficult part, the head of the Virgin, it 
is very likely that Michael Angelo modelled it rapidly the 
size of life, and that the work perhaps of a single day pleased 
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him sufficiently to induce him to take the chisel and perpetuate 
in marble this admirable inspiration. 

The conclusion I draw is that the head at South Kensing- 
ton is the original work of Michael Angelo, while the Bruges 
group is, according to the practice of the time, the product of the 
“Bottega.” The master’s feeling is there, but without his soul and 
vitality. Could the two marbles be brought into juxtaposition, 
I am convinced the truth of this would make itself manifest. I 
may add that the Kensington head is life size, while the Bruges 
group is smaller than life. In this, again, I find a confirmation 
of my opinion. 

Having dwelt upon these details in order to unravel a fact 
of history, I return to the marble at South Kensington, to pay 
my tribute to the great sagacity of Mr Robinson. I trust he 
will read with interest the preceding remarks, and I shall learn 
with pleasure, that his countrymen acknowledge, as warmly as I 
do, the obligation they are under for the real present he has made 
to Kensington Museum. 

Many of the foregoing reflections would apply equally to 
the marble bas-relief by Donatello, representing the Virgin and 
Child, in which Mr Robinson showed the same just perception 
by recognizing at once the hand and chisel of the master. It 
appears to have been executed at the same period as the sculp- 
tures of the “Santo” at Padua. It rivals them in character and 
in beauty, and I consider it superior to anything which the 
Museum possesses from the hand of Donatello. 

The purchase of the celebrated bronze patera, so long the 
inalienable possession of the Martelli family, is a crowning piece 
of good fortune for Kensington Museum. 

This bronze, which Donatello executed for his patron Mar- 
telli, was preserved in their palace up to our own times, when it 
would appear that family exigencies compelled them to part 
with some of the trophies of the good taste of their ancestors. 
Brought to Paris with a celebrated bust by the same master, 
this patera was pronounced by amateurs to be the finest bronze 
ever executed since the time of the ancients, but we had again 
the mortification of seeing that its great pecuniary value alarm- 
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ed those whose duty it was to secure it for France. From the 
time it was known to be “in the market,” however, Mr Robin- 
son never lost sight of it, and after many delays succeeded in 
obtaining it for the Kensington Museum. 

May I be permitted a remark addressed to those who clam- 
our for titles to support the authenticity of works of art ? 

I give them notice that Gori, in his account of the engraved 
gems belonging to the Medici family, mentions two as antique, 
each of them representing one of the figures in Donatello’s 
patera. And again in the Imperial work on the antiquities of 
Herculaneum, a supposed antiquity is quoted as having been 
brought to light through the excavations, which turns out to be 
a bronze reproduction of the half of this patera. The learned 
Gori has also pronounced antique a gem engraved from Michael 
Angelo’s celebrated drawing, L’Anima Dannata. 

This proves that in matters of art, erudition alone, valuable 
as it may be, is not everything. All Mr Robinson’s erudition, 
and I can bear testimony to its extent, would not have sufficed 
alone to reveal Michael Angelo in the dirty, disfigured, un- 
named marble. Happily for the work of the great sculptor and 
for the Museum, Mr Robinson has at his service another 
faculty—an instinct which seems a special sense created for art. 

A great artist, now dead, told me that on arriving in Rome 
where he went to study, he rushed with the impetuous ardour 
of youth to a well-known gallery. He passed from one picture to 
another, dwelling only on such as attracted him, heedless of 
celebrated names. The owner, a Cardinal, watched him with 
curiosity, addressed some questions to him, and then exclaimed: 
“ Questo Giovine ha un occhio!” Herein lies the secret. Un- 
fortunately it is one that can neither be purchased nor taught. 
And I say also of Mr Robinson, “ Ha un occhio!” 

The trustees of the British Museum have for their part mani- 
fested equal zeal for the credit of their collections, and have re- 
cently voted the purchase of a work of art of the highest im- 
portance. Relying with just confidence on the learning and 
judgment of Mr Charles Newton, the keeper of antiquities, and 
adopting his recommendation, they have acquired for the pub- 
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lic a chef-d’ceuvre of Greek art, which, after sixteen or eigh- 
teen centuries that it lay concealed under the soil of Paris, only 
saw the light to be withdrawn from France. It is a lamp in 
bronze of large proportion, in the purest taste, and admirably 
preserved. As all the facts concerning a discovery of this 
nature are of the highest interest and worthy to be chronicled, 
I give here the particulars, that have come to my knowledge. 
In 1863 some workmen, being employed in excavating for the 
foundations of a house about to be built in the neighbourhood 
of the Thermes of Julien, now the Musee de Cluny, had to seek 
for ground that had not previously been disturbed. They went 
deeper than any preéxisting foundation, and found an ancient 
funeral vault,—I am told a sort of columbarium with traces of 
painting still discernible. Unfortunately neither investigation 
nor record of the circumstance was made at the time, and the 
workmen took care not to attract attention to their discovery. 
Many antique objects were found in this vault, but only one 
seems to have had any importance, that one being the lamp now 
purchased for the British Museum. 

This lamp was taken immediately to a well-known dealer 
in antiquities, who, since the commencement of operations for 
turning up the soil of the river and of the city, has made it his 
business to purchase every object thus brought to light, and by 
fair dealing has. secured the confidence of the workmen. Out 
of his hands it passed successively into many others, the price 
being continually enhanced as its reputation spread, and the 
judgment of connoisseurs confirmed its value. 

I myself witnessed the admiration it excited when first seen 
at the British Museum by a few gentlemen at the head of differ- 
ent departments ; and while sharing their feeling, it was mingled 
with pain that will easily be understood that such a prize was 
allowed to leave France. But regrets being useless, let me at least 
absolve the proprietors, who before sending it to England ascer- 
tained that the French Musées declined the purchase. No de- 
scription would give an adequate idea of the work in question, it 
requires careful examination to appreciate the perfection of the 
workmanship and the beauty of the style. 
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The learned antiquaries of the British Museum have, I believe, 
fixed the date of its execution about two centuries B. c. This is 
also my opinion. . It has one peculiarity, which if not unique is 
at least very rare, and gives to it a special archzological value. 
Let me explain briefly that from the circular body of the lamp 
project right and left two sockets, each of which is ornamented on 
the under side with a mask, being the head of a faun with the eyes 
in silver. The central portion is surrounded with beautiful foliage 
exquisitely chased. To suspend it there are two dolphins repre- 
sented as devouring those strange creatures known as cuttle-fish. 
Their tails in the air unite and support a ring, through which are 
passed bronze chains of wonderful preservation. 

In addition to this, on each side of the lamp between the 
sockets spring the fore-parts of two lions, and it is here that 
we find the peculiarity alluded to. According to ancient cus- 
tom the various parts of the lamp were soldered together 
with tin or lead. It would appear that one of the lions must 
have dropped off and been lost, but it has been replaced by 
a copy of the opposite one cast in bronze. This copy 
however was not executed by a Greek hand, but is of heavy 
Roman workmanship. It is a sufficiently near resemblance of 
the lost lion, but without his roar and energy. We miss both 
the life and the art. Nor have they given the silver pupil that 
animates the eye, but confined themselves to what was strictly 
necessary. Nevertheless the restoration itself shows the great 
value which the Romans attached to Greek work. 

From Athens to Rome, from Rome to Lutetia, this lamp 
was probably the delight and admiration of its happy owners up 
to the time when it attained the supreme honour of being 
buried by the side of its master. 

Such is the destiny of great works! They seem created 
for eternity, and their vicissitudes only serve to prove that no 
one has a right to claim their exclusive possession, for were they 
not meant to be the heritage of the entire human race? After 
Athens, after Rome, after the indifferent Lutetia, the Greek lamp 
now illumines London! 


H. ve TRIQUETI. 





PAUL DELAROCHE. 


In studying the life and works of Horace Vernet we have 
most naturally been led to a similar study of his illustrious son- 
in-law, Paul Delaroche. Horace Vernet, we have said, was emi- 
nently French, as well by his character as by the nature of his 
wholly original talent. The earnestness with which he applied 
himself to depict the victories of France has procured him the 
glorious title of “ Peintre national de la France.” Paul Dela- 
roche represents quite another side of French art, the purely 
eesthetic side, for he aimed at the loftiest end of art,—to reach 
the spiritual by the material. Though a painter of historical 
scenes, he did not attempt to represent action and combat; 
he sought rather in the dramatic scenes which the English 
annals furnished him with, as well as those of France, the his- 
tory of the heart and its sufferings; and he possesses in the 
highest degree the gift of exciting the deepest emotion. 

Paul Delaroche occupies a considerable place in the history 
of French contemporary art. He may be looked upon as the 
résumé of the efforts of the modern school. ‘Though his talent 
may be termed “ eclectic,” he remained “ himself,” and whilst 
participating in the general progress nevertheless preserved his 
own peculiar character. And thus he became the interpreter of 
aspirations common to all; preserving a just medium between 
the violence of the innovators, such as Eugéne Delacroix, and 


the retrogressive efforts of the followers of David. 
VOL, Il, 18 
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Paul Delaroche, however, did not, any more than Horace 
Vernet, create a school. The distinguished pupils who came 
from his studio have all retained their original talent. He never 
imposed upon them any fixed method, any absolute aspect of 
the beautiful. How could he have done so? for he himself, all 
his life long, perpetually aimed at greater perfection. The end 
he had proposed to himself, truth in art, to the attainment of 
which he devoted himself with immovable constancy, this is 
the noble legacy he has left to his pupils. It is expressed in 


these lines written to one of them: 


“ Je veux que tu arrives plus haut, et si je puis t’y aider, crois bien 
que tu me trouveras toujours prét 4 te donner de nouvelles preuves de 
ma franchise et de mon affection Sois plus entreprenant ; 
les grandes entreprises, tu le sais, développent les hommes d’avenir. Un 
beau sujet, du courage, de l’obstination, de la foi, et le succés est au 

Sois toujours ton meilleur critique, mais aussi affran- 
chis-toi de ces puériles obligations d’imagination matérielle qui atté- 
nuent, refroidissent et énervent la pensée. Il faut qu’un artiste oblige la 
natur & passer & travers son intelligence et son coeur.” * 


This is the whole story of his genius. His intelligence, his 
spirit, his heart can be read in every one of: his works, before 
which it is impossible to stand without remembering that word 
of his which so well portrays his soul, which was always inclined 
to sadness: “Vous savez avec quelle ardeur jaccepte tout ce 
qui peut briser le coeur.” 

Paul Delaroche was born in Paris on the 16th of July, 1797. 
His real name was Hippolyte,f and the name under which he 
became celebrated was a nom de caresse given him in his family. 
He did not, like Horace Vernet, belong to a family of great 
artists. Yet his father was a clever connoisseur, and his uncle, 
Mr Joly, was the keeper of the prints at the Bibliothéque, and 
was profoundly erudite in matters of art. In such circumstances 
the natural inclination of Paul Delaroche was developed without 

any of those obstacles or struggles which so often mark the 


* Letter quoted by Mr Halévy, Moniteur Universel, Oct. 4, 1858. 


t Previously to the year 1827 his pictures were signed either “‘ H. Delaroche,” or 
*€ Delaroche jeune.” 
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first steps of an artist’s career. He had a brother older than 
himself, whom he loved dearly. Both of them wished to be- 
come painters, and their father, to avoid the remotest danger of 
a rival, which might have destroyed their friendship, advised 
them to study different styles of painting. Jules, the eldest, 
entered David’s studio, and Paul that of Watalet the landscape 
painter. But Jules soon gave up painting, and his brother, who 
had failed at the competition of 1817 for the “grand prix,” 
renounced landscape for historical painting, and entered the 
studio of the Baron Gros. There he made rapid progress, and 
at the Salon of 1822 he exhibited two pictures, a Descent from 
the Cross and Josabeth saving Joash. Very little is said now of 
the first of them, which is in the chapel of the Palais-Royal. 
And even at the time the attention was entirely given to the 
other, which was a picture of real worth but of too pompous 
a style, a fault belonging to Gros’s school. Paul Delaroche was 
still very young, he was only five-and-twenty, and could not 
yet have freed himself from the influence of the two opposite 
educations he had received. He rather endeavoured to recon- 
cile them, and this explains the inefficiency of the execution 
and the excess of expression in the picture of Josabeth. 

That epoch is one of high interest in the history of art in 
France. The young painters, seeking a new course, were in- 
troducing themselves to notice by their own genuine qualities. 
In 1819 Géricault had exhibited the Wreck of the Meduse, 
which placed him so high in public esteem, and made him for 
the young artists the representative of the tendency and of the 
faith of the modern school; Ary Scheffer, the greatest spiritual- 
ist of the French painters, was beginning to be known; and 
Eugéne Delacroix, a few years younger than Paul Delaroche, 
made his début in the Salon of 1822 with the picture of Dante 
and Beatrice, the violence of the execution of which testified to 
* the ardour of revolt against, and the challenge thrown down to, 
the followers of the old method. Delaroche, with his elevated 
and scrupulous mind, his pure and noble imagination, required 
time and thought to develope himself. He sought for the en- 
couragement of public opinion also, and followed the impulse 

18 * 
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given to ideas rather than attempted to direct it. The audacity 
of Eugéne Delacroix encouraged him to shake off the yoke of 
the classical school, without thinking of engaging in the contest 
upon the ground belonging to the painter of Dante and Virgil. 
And the advice of Géricault completed his conviction. 

A fortuitous circumstance had brought them together. 
One morning, soon after the opening of the exhibition, Dela- 
roche was wandering in the room where his pictures had been 
placed, hoping to overhear a few words of encouragement. Two 
men stopped before his Josabeth, and seemed to discuss its 
merits. One of them praised some parts of the picture with 
warmth and authority. It was Géricault. The joy of Delaroche 
in recognizing him can be imagined. The next day he pro- 
cured an introduction to the master who had, without knowing 
it, given him encouragement personally, and from-whom he 
hoped to obtain other advice. Géricault was touched with the 
appeal of the young artist, and without playing the professor, 
spared no pains in giving him counsel and instruction. 

A close friendship united the two painters, and a few days 
before Géricault’s death, Delaroche had his picture S¢ Vincent de 
Paul carried to him that he might receive his last advice and 
encouragement. 

The two pictures which Delaroche exhibited in the Salon of 
1824 increased his reputation. His characteristic moderation 
made of him, according to Mr Delaborde’s expression, the 
Girondin of art, and the circumstances of the moment had, 
perhaps, as large a share as the qualities of his pictures, in the 
immense success they obtained. Joan of Arc, ill in her prison, 
and questioned by the Cardinal of Winchester, is a piece full of 
truth, but rather cold in execution; and the same fault must be 
found with the St Vincent de Paul preaching before the Court 
of Louis XIII. in favour of deserted children. In the picture 
of Filippo Lippi at the feet of Lucrezia Buti, Delaroche is not 
true to Vasari’s story. Nevertheless the progress made since 
the Josabeth was immense, and contained the promise of still 
greater advance. The expression of the thought was no longer 
embarrassed by the indecision of the brush. The artist did not 
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now aim at producing great effects, but at the supreme end of 
all art—truth. This is clearly seen in the charming picture of 
Flora Mac Donald carrying relief to the young Pretender after 
the battle of Culloden, which he painted in 1825; and still more 
in the Death of the President Duranti,* exhibited in 1827. 
This piece is free from all theatrical affectation, and in its execu- 
tion we find realized this thought, which Paul Delaroche had 
laid down as a theory, and which he reduced to practice with 
wonderful skill: “ L’analyse des évenements purement humains, 
la représentation des faits au point de vue dramatique et sous 
leur aspect, non le plus grandiose mais le plus probable.” In 
the centre of the picture the President is seated in his official 
robes, and stretches his right hand to take his barrel cap from a 
table: beside him, on which stands a crucifix. He is turning 
his head with calmness and dignity towards the ruffians who 
attack him from behind. With his left arm he clasps his wife, 
who is on her knees beside him, embracing him, and has fallen 
so that the infant in her arms lies on his lap, and looks out with 
astonished, half-fretful eyes. Behind her, his little son kneels in 
agonizing entreaty to the murderers‘of his father. On the left 
hand, one monk leans on the back of the President’s chair and 
covers his eyes, another grasps and turns upwards the pistol of 
one of the assassins, another ruffian has seized the President by 
the shoulder, and menaces him with his clenched fist. Behind 
the kneeling child a third monk rushes forward, and presses 
back the crowd of armed men who have forced their way into 
the convent, where Duranti had taken refuge. There is a great 
crucifix on the wall, and behind the table a window, the stained 
glass of which shows the Virgin with the infant Christ. 

This picture presented great difficulties, arising from its 
dimensions, the figures being larger than nature, and from the 
details of costume. Delaroche conquered them; and by exe- 
cuting these accessories with scrupulous fidelity, he skilfully 
maintained all the importance of the principal parts of the paint- 
ing. The head of Duranti is rendered with rare energy. 


* It is the property of the Conseil d’ Etat, Quai d’Orsay, Paris. 
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But he has not succeeded so well in the Death of Eliza- 
beth,* which appeared in the same salon. Here the dramatic 
character of the scene is lost in the tumult of accessories. The 
head of the Queen is full of energy, but the eye is attracted by 
the rich cushions upon which she lies, and by the singular cos- 
tumes of the women and of the lords around her. Though 
this picture was received with immense applause, Delaroche was 
not satisfied with it, and it always was that one of his works 
with which he was least content. Several years afterwards he 
omitted it from a catalogue of his paintings which he amused 
himself in making with one of his friends, and when he was re- 
minded of it, he answered: “ Je ne compte pas celui 1a.” His 
accurate mind perceived that he had taken the wrong road in 
giving to the accessories a prominence which was prejudicial to 
the essential parts of the compositions; and from that time he 
worked unceasingly to correct this fault. 

Many other pictures were exhibited with the two we have 
spoken of, amongst which were a touching Scene on the evening 
of St Barthélemi,}- the young Caumont de la Force being saved 
by a marker of the tennis court, Du Verdelet; and the Taking 
of Trocadero, a noble page of history which can be seen at Ver- 
sailles. The figure of the Dauphin is fine and noble, as he 
stands surrounded by his staff, and following with his telescope 
the advance of the troops. 

These pictures and others, which the public began to speak 
of, had before 1830 given very great importance to the name 
of Paul Delaroche. Aspiring to regenerate obsolete doctrines, 
he belonged by the nature of his talent to the “ parti du mouve- 
ment,” and consequently he was at the time of the revolution 
one of the most conspicuous men. He did not however take 
any part in the events of July. Entirely occupied with his art, 
he was moved by no political passions, and it is quite wrongly 
that in Cromwell, and The Children of Edward IV, which he 
exhibited in 1831, allusions to contemporary events have been 


* At the Louvre. The profile of the Queen is taken from the seal on the warrant 
for the execution of Mary Queen of Scots, 
+ At the Museum of Koenigsberg. 
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discovered. Delaroche never, as H. Vernet was accustomed to 
do, made of his brush an instrument of polemics. He was in 
the choice of his subjects an historian and a moralist, not the 
leader of a party.* 

The Salon of 1831 placed him on the first rank, and it was 
one of the happiest moments of his life as an artist. To account 
for it, it will suffice to look at the list of his paintings which were 
there exhibited. We see there the startling picture of Crom- 
well-++ lifting up the lid of Charles I.’s coffin to look once 
more at the features of that unfortunate king. The Children of 
Edward IV.,} the effect of which is so painful, so striking, and 
yet so simple: a simple line of light under the door indicates 
the approach of the assassins of those two children seated close 
to one another upon the bed, the youngest leaning against his 
brother and listening with fear. Richelieu, weakened by disease, 
seated in his gorgeous barge and towing the small boat in which 
are Cing-Mars and de Thou, whom he will have beheaded at 
Lyons. And Mazarin Dying,|| surrounded by a large com- 
pany of lords and ladies of the court, and his niece showing 
him the cards she is holding for him at a card-table placed close 
to his bed. ‘These two last pieces are admirable in tact and in 
Jinesse of execution, of art (in one word), and whilst the mass of 
the people were charmed with the vivid reality of his pictures, 
the artists acknowledged and admired his wonderful resources 
and original talent, so that he won the approbation of all. 

Three years later he rose still higher with his Lady Jane 
Grey, and the Assassination of the Duke of Guise.** The 
Lady Jane Grey was received by the public with extraordinary 
enthusiasm. But now the artist would be reproached with 
having taken too great a delight in horrible details. The noble 
victim with her eyes covered and feeling for the block with 
trembling hands, the straw soon to be stained with her blood, 


* M. H. Delaborde. @ Belonging to the Prince Anatola 
+ At the Musée of Nimes. Demidoff. 

} At the Luxembourg. ** Belonging to H. R. H. the Duke 
§ Pourtalés-Gorgier Gallery. of Aumale. 

|] Ibid. 
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the axe of the executioner, too obviously, impress sensi- 
tive minds; but the Assassination of the Duke of Guise in 
the Castle of Blois more than any of the preceding pictures of 
Delaroche marks his purely historical manner. It is a real 
master-piece in taste, truth, and intelligence. The face of Henri 
of Guise, as he lies stretched at the foot of the bed in the King’s 
apartment, is noble and stern, and he seems even in death to 
threaten with his proud contempt the cowardly assassins, who 
hasten to meet the King with their arms in their hand as fresh 
from the murder, and with great excitement are enlarging upon 
their services to him; except one, who, with his back to the 
spectators, is coolly sheathing his sword. ‘The King, livid and 
trembling, timidly lifts up the portiére, behind which he was hid 
during the assassination, and by a suspicious look at his pale 
victim endeavours to make sure, from a distance, that he is 
really dead. A chair overturned and the carpet near the bed 
disordered alone show that a struggle has taken place. The 
void space between the assassins and the Duke’s body, and a 
little spaniel who seems to be scenting the blood, add to the 
genuine horror of the scene. It is impossible to unite a more 
delicate observation with a greater energy of sentiment than has 
been done in this picture, and the moral import of such a scene 
has never been so well depicted. 

Now that we have seen our artist rise by degrees to most 
deserved fame, let us for a moment consider the man. The 
choice of the subjects for his paintings, which were in general 
dramatic and mournful, make us expect to find him inclined to 
sadness. And, in fact, Paul Delaroche was of a melancholy 
temperament. He was seldom seen smiling, and even in the 
midst of happiness he retained his sad expression. “ Paul a le 
bonheur triste,” said his sweet wife. His appearance was cold 
and reserved, but under this coldness was hid a warm, sympa- 
thizing, generous heart. He knew how to compassionate the 
misfortunes of his fellow-creatures, and his friends never found 
his friendship at fault. He was uprightness and kindness itself; 
and was beloved by his pupils although they never approached 
him without respect and even deference. “Sa bonté rayonnait 
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sur eux,” said M. Lenormant; and we can cite this beautiful 
testimony of one of his dearest friends, M. P. A. Labouchére, 
who speaking of the twenty years of intimacy spent with the 
illustrious artist, said: “I never was so happy.” It was to the 
same friend and at the beginning’ of their acquaintance that he 
wrote these charming words: 


“ Quoique notre liaison soit bien jeune encore, quoique nous ayons 
eu a peine le temps de nous regarder en face, j’attache beaucoup de 
prix 4 votre amitié, et je veux la mériter. Vous me loffrez avec trop 
de franchise pour que je n’y crvie pas. Je remercie dans toute la sin- 
cérité de mon cceur votre heureuse idée qui me fournira les moyens de 


vous prouver que de mon coté, je ne suis pas un menteur et que je sais 
aimer mes amis.” 


One of his distinctive characteristics was a deep sense of 
the dignity of the painter, a sentiment which can spring only in 
a proud and noble heart; proud as becomes every elevated 
soul, but which made him cold in his ordinary demeanour. 
He cared very little for appearance, provided that in every- 
thing he had the sanction of his conscience. He was, above all, 
the man of duty and work. No artist ever laboured more con- 
scientiously, or was a more severe judge of himself. Totally 
unlike Horace Vernet, who executed a large picture without 
any preliminary sketch, Paul Delaroche composed his works 
with much toil, and after scrupulous research and long medita- 
tion. He generally began by making a very small drawing of 
the subject he wished to execute; he next made a water-colour 
sather larger, and after that placed his composition upon a 
plank with small rough models in red wax and pieces of card- 
board, to observe the effect of light and shade; and it was only 
after having made separate studies of each figure that he trans- 
ferred his composition to the canvas. He even very often 
scraped off what he had passed months in painting, if a new 
idea seemed to him better than the former one; and upon 
many of his pictures might be found as many as three paintings 
one over the other. He proceeded in the same way for the 
portraits, making first a small drawing, which by means of 
squares he copied in the proper size on his canvas. He was 
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an indefatigable worker, and the great reputation he had acquired 
made him still more scrupulous and less easily satisfied with his 
work ; aspiring always at greater perfection, he spared himself no 
pains in his struggle to attain it. “Je ne comprends pas,” said 
he, “ qu’on puisse étre le second dans quoi que ce soit.” 

Paul Delaroche was admitted to the Institute in the year 
1833, and while he was finishing his picture, the Death of the 
Duke of Guise, the Government offered him the decoration of 
part of the Madeleine. Delaroche (whose ideas in matters of 
art were very just and most decided) replied that the work 
would want unity if it were confided to several artists, and that 
he would accept it only on condition of being employed alone. 
At the same time he engaged to decorate the whole of the 
Madeleine for the price which had been offered him for a part 
only. And M. Thiers, then Minister of the Interior, after 
some hesitation, assented. Delaroche was at first rather alarmed 
at the magnitude of his enterprise, which also required him to 
depart from the style he had chosen. He had scarcely yet 
attempted religious subjects, and he wrote to a friend: 


“ Je vous avoue qu’a premiére vue, la proposition m’a fait peur. 
Jai si bien compris ce qui me manquait pour accomplir une pareille 
tache que je me suis laissé aller d’abord a la tentation de la refuser. 
Tout bien considéré pourtant, j’ai changé d’avis. Je suis peintre: je 
dois 4 art et je me dois 4 moi-méme de ne reculer devant aucun effort. 
J’irai faire mon noviciat en Italie, et quand je me sentirai bien appro- 
visionné, je reviendrai me mettre a l’ceuvre.”* 


And so he set out for Italy, but not before he had arranged 
his compositions, the details of which he intended to modify 
after his study of the great masters. On his way to Rome, Paul 
Delaroche stopped along time at Florence and in Tuscany, by 
the very cradle of Italian art, and seeking the spirit of Dante im- 
pressed on the pictures of the Masters of the 14th century. 
Then, with the two friends who accompanied him, he went to 


* From a letter quoted by M. H. Delaborde: Revue des Deux Mondes, 1* Mars, 
1857. 
+ MM. H. Delaborde and Edouard Bertin. 
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the monastery of the Camaldules situated at the summit of the 
Apennines, and inhabited by a few monks only, and secluded 
himself there. In this austere retreat he worked with unceasing 
ardour at his sketches for the Madeleine. M. Ampére, who was 
then making his “Voyage Dantesque,” joined the young 
artists, and never before had the convent entertained so many 
or such distinguished visitors. When at the end of two months 
Delaroche left the monastery, the monks asked him for some 
token of his stay. He complied with their request, and drew 
upon the wall of his cell a life-sized Madonna, which has been 
religiously preserved.* 

Delaroche then went on to Rome, where he continued his 
studies; and there it was that in the beginning of 1835 he 
married M*” Louise Vernet. A short time before this he 
wrote the following lines to M. P. A. Labouchére. 


“ Tout ce qu’on vous a dit de M®"* Vernet me touche infiniment, 
et je remercie sans les connaitre les personnes qui ont une si bonne 
opinion dune femme qui n’est encore qu’un ange pour moi. II serait 
sans doute plus humble, plus convenable de vous dire qu’on exagére 
les qualités de M*e Louise, je trouve qu’on a trop raison de la juger 
spirituelle, bonne et jolie, pour avoir le courage de faire de la modestie 
de bonne compagnie; pour le premiére fois de ma vie j’ai beaucoup 


d’orgueil.” 


M”™ Paul Delaroche was most truly “ spirituelle, bonne et 
jolie ;” her rare superiority, her lofty character, bore nobly the 
weight of the two illustrious names of her father and her hus- 
band, and her premature death left the deepest regret, the most 
sacred memories. 

Paul Delaroche was still at Rome when he heard that a new 
ministerial decision had deprived him of part of the work which 
had been wholly intrusted to him, and he immediately returned 
to Paris. His dignity as an artist was wounded; he would agree 
to no arrangements, and sent back in spite of the minister's 
opposition the £1000 he had received for his preparatory 


* Paul Delaroche brought back several very finely executed portraits of these 
monks, and amongst them one of the abbot. They are now at the Musée de Nantes. 
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studies, and which he might honourably have retained. It is 
impossible not to admire this proud independence. The illus- 
trious artist had then no fortune, he had just made a very costly 
journey, and his marriage imposed upon him new responsibilities ; 
but to keep his talent free, he did not hesitate to sacrifice the 
legitimate fruits of two years’ conscientious toil. 

Deeply injured by the injustice, he sought comfort in labour. 
Immediately after his return he began new tasks, and opened 
his studio, where in a short time he assembled a large number 
of pupils. Later, he limited the number, and admitted only 
those who really wished to work, and he knew most admirably 
how to direct them according to their abilities. In consequence, 
the most different talents have sprung from his studio, but all 
his scholars are distinguished by scholarly tendencies and in- 
ventive taste. 

The pictures which he exhibited in 1837 are equal in worth to 
the preceding ones, and the two larger are again subjects taken 
from English history—Charles I. insulted by the soldiers of 
Cromwell, and Strafford* ‘This last is unquestionably one of 
the finest of Delaroche’s works, and represents the unfortunate 
Earl as he paused on his way to the scaffold at the top of a 
flight of steps, on one knee, bareheaded and bowed down, 
receiving the farewell blessing of Archbishop Laud, whose hands 
are stretched between the bars of a grated window seen over 
Strafford’s head. Strafford wears the mantle and insignia of the 
Garter, and his face is noble. Behind him the clergyman 
in attendance stands weeping silently ; and his brother hides his 
face on the clergyman’s shoulder in a passion of grief. At the 
back the guards look forward stolidly to see why the march is 
stopped ; and the officer in charge of the execution of the sen- 
tence, as the warrant in his hand shows, turns round on the 
stairs which he is descending, in front, to ascertain why Strafford 
does not follow. There is a heavily bolted door beside the 
grated window of Laud’s cell, which enhances the general effect. 
And Delaroche has been careful not to make the Parliament- 
arian a vulgar puritan, as the Restoration painted them. On 


* In the possession of the Duke of Sutherland. 
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the contrary, he is a gallant gentleman and is there to do his 
duty, as in the sight of God; quite as. much so as Laud in 
giving his parting blessing to the great leader of the vanquished 
party. In the first study * for this picture, Strafford’s brother 
was represented standing, his head bent down upon his breast, 
his arms hanging down, and his hands joined in an attitude of 
deep grief and depression, which we think so much more af- 
fecting than the more dramatic attitude which Delaroche has, 
to secure the harmony of the lines of his composition, given 
him in the picture. In studying some of these beautifully 
finished first sketches, one regrets that the artist has not some- 
times kept to his original: inspiration. 

The Saint Cécilia was exhibited at the same salon, though 
it was finished in 1835. It is one of his most charming 
pictures. The saint is seated in an antique chair on the right, 
her head slightly turned towards the spectators, and looking 
upwards with her mouth just opening, as in a rapture. Her 
left hand hangs beside her ; her right hand is laid on the keys 
of a miniature organ, which two angels, kneeling, hold before 
her. One of the angels, the angel Gabriel, has the exquisite 
features of M™* Delaroche. 

Paul Delaroche had brought from his Italian journey, be- 
sides his large sketches for the Madeleine, several studies made 
at Rome, and amongst them, the lovely Head of an Angel, 
known now to every one, which also is his wife’s profile; a very 
fine head of Christ,-- and Christ taken down from the Cross. 
But this journey in Italy, which was undertaken in contem- 
plation of a special work, had, as we have seen, no other 
result than to leave the artist better prepared for the tasks which 
might follow. And it was not before the year 1837 that an 
occasion was afforded him of making use of his new attain- 
ments and of trying his power with a larger scope. The 
Heémicycle of the “ Palais des Beaux Arts” was then intrusted 
to him. This immense undertaking increased his ardour, and 


* In Mr P. A. Labouchére’s possession. 


+ Horace Vernet said that this head of Christ gave him the most accurate idea of 
what the face of our Saviour must have been. 
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he never was seen to be so assiduous at his easel. M™ Delaroche, 
replying for him to M. Labouchére, then at Rome, said : 


“ Au fond, M. Delaroche est excusable, car depuis que vous étes 
parti, il a travaillé d’une maniére miraculeuse, et vous seriez étonné de 
ce qu’il a produit en ces quelques mois. A peine Charles I* terminé, 
et le salon ouvert, il s’est mis 4 la composition de Ecole des Beaux- 
Arts; elle est 4 peu prés arrétée maintenant. II a fait en outre le por- 
trait 4 ’huile de M. de Fitzjames, et plusieurs autres aux trois crayons 
comme le vétre. Enfin il est toujours ce que vous l’avez laissé, un tra- 
vailleur infatigable.” 


Every one knows with what admirable constancy he carried 
on this great undertaking of the Hémicycle, and when it was 
finished in 1841. with what applause it was received. Ary 
Scheffer, writing on that occasion to Horace Vernet, said : 


“ Personne n’aurait pu exécuter une telle ceuvre avec autant d’éner- 
gie et autant de goit réunis que votre gendre.” 


It was because Paul Delaroche, even in executing a subject 
which naturally recalled the School of Athens and the A potheosis 
of Homer, had retained his own proper style, and had not 
allowed the natural tendencies of his mind and his talent, which 
was at the same time severe and spiritual, to be sacrificed to 
strange influences. ‘The composition of this masterpiece is 
simple and grand. Before the three artists of antiquity, Apelles, 
Ictinus, and Phidias, are ranged four figures impersonating Art 
in Greece, Rome, the Middle Ages, and the Renaissance. On 
the right hand are the architects, on the left the sculptors. 
The painters, divided into two sections, are grouped some on 
the right hand around Leonardo da Vinci, Raphael, Michael 
Angelo, and Poussin; the others on the left, around Giovanni 
Bellini, Titian, Rubens, Rembrandt, and Velasquez. In the 
centre of the composition, before the four allegorical figures 
and at a small distance from the inferior border, is a young 
woman kneeling; her complexion is ardent and full of life, her 
type oriental. She personifies the genius of the Fine Arts, and 
has beside her a heap of wreaths, out of which she takes one to 
throw towards the spectators. The painter has with infinite 
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art so treated the five great divisions of this scene, as to present a 
simple and majestic whole; and has taken advantage of the 
opening of the semi-cupola to dispose his lights and cast his 
shadows as if all the figures of his painting were really illuminated 
by this natural light ; and from this is derived an appearance 
of tranquillity and calm which is extremely harmonious. One 
is also amazed at the great number and variety of modes em- 
ployed by Delaroche to spread life and diversity in a composi- 
tion containing 75 figures. It certainly remains as a proof 
of the incredible flexibility of his talent, which enabled him to 
measure all the degrees between the simple and familiar style 
and the loftiest and most severe.* 

The Hémicycle was the last painting exhibited by Paul 
Delaroche. In 1837 criticism had shown itself very unjust, 
and even infamous, towards the pictures he had put in the salon, 
especially the Charles 1. We have seen that Horace Vernet 
ever found new force and zeal to oppose the continual attacks 
of the critics. He loved only movement, noise, combat; he 
liked (so to speak) to live in the breach. But it was not so 
with Delaroche. He needed calm and meditation: his pictures 
cost him too much thought and work; they were matured too 
slowly by a succession of conscientious studies and preparations. 
To say all in one word, he was too severe against himself not to 
be wounded by the cruel attacks of an unjust criticism. And 
from that time he formed the resolution never to exhibit any 
more. 

The solitude to which he condemned himself was nobly 
occupied. His pictures painted in this last period of his life 
show that to his latest’ breath he made progress; that his 
style gained in largeness, and his colouring in limpid clearness. 
He never rose higher than in the Girondins and The Young 
Martyr, two paintings finished a few months before his death. 


* The Hémicycle, it is known, was| for the excellent engraving by Henriquel 
greatly damaged by fire in 1855. It was} Dupont. M. D’Eichtal possesses two large 
repaired under Delaroche’s supervision. | and very fine cartoons of this superb com- 
There exists a reduced copy of it made by | position. 

Delaroche in 18 53, which served as a model 
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But the character of the solitude which Paul Delaroche 
had chosen must not be mistaken. He rigidly imposed seclu- 
sion upon himself during the hours of work; but he left it 
whenever advice or service was asked of him: and in the even- 
ing to receive his friends. 

His wife, beautiful and young, an accomplished musician, 
loved society. Delaroche cared little for it, and he applied 
himself to make his home so pleasant and attractive that she 
would have no wish to find amusement elsewhere. Every 
evening a choice party of poets, artists, literary men, statesmen, 
assembled in the salon of M™ Delaroche, who received them 
with charming grace. Her husband was often seen drawing 
while music was performed, or he took a part in the conversa- 
tion, which he rendered as lively and instructive as it was 
interesting :—most delightful evenings, which will never be 
forgotten by those who had the privilege of being admitted to 
them. 

The Hémicycle finished, Delaroche received from the go- 
vernment an order for four pictures for the historical Museum 
of Versailles. He, however, seems to have made no haste to 
execute them, for he had finished only one in 1847, Charle- 
magne crossing the Alps, which presents some of the same faults 
as the Elizabeth. The three others, the Baptism of Clovis, 
the Marriage of Pepin le Bref,and the Coronation of Charle- 
magne, remained as sketches. It was not in Paul Delaroche’s 
character to solicit favours from princes or great men, and he 
had felt most deeply the refusal to receive his wife at Court, a 
feeling wholly personal, in which politics had no part. 

Some time afterwards he refused to paint the portrait of the 
Queen for the King. It is painful to see these feelings, envenomed 
by the officious care of friends, take hold of two such noble 
hearts. But, let us hasten to say it, they did not live long. 

To this period of his life belong the fine portrait of Napo- 
leon in his Cabinet; the charming little picture, Pico de 
Mirandola ; the Pilgrims before the Obelisk on the Plaza de S. 
Pietro, at Rome ; the Herodiade ; and the genre picture, The 
joys of a Mother ; which with the Girl in a “ vasque,” and the 
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Girl in a “ balangoire,” is what Delaroche has least of all suc- 
ceeded in, because he attempted in them to put aside that sad- 
- ness which was characteristic of his mind. 

Another picture which has remained unfinished is also of this 
period, The Family of Forgeron. The father is seated, his head 
hidden in his hands, as overwhelmed with grief at the loss of his 
wife ; his eldest daughter attempts to comfort him, while the 
little ones are playing in childlike thoughtlessness. Afterwards, 
Delaroche altered this first sketch, and for the father substituted 
the mother, which made the scene still more harrowing. After 
his wife’s death, he turned this painting to the wall, and never 
looked at it again. 

In 1843, Delaroche, always consumed with longing for 
greater progress, took a last journey to Rome. He remained 


there a whole year. Before starting he wrote thus to M. H. 
Delaborde : 


“Vous pensez peut-étre que le vieux désir que j’ai de revoir V’Italie 
m’éblouit de telle sorte que je prends un réve pour une certitude; non, 
mon ami, je compte bien ne pas réver cette fois. J’ai définitivement 
fermé mon école. Me voila libre cette année, j’en veux profitcr. On 
dit que mes derniers ouvrages sont les meilleurs, je me sens en progrés, 
PItalie fera le reste.” 


M”* Delaroche accompanied her husband with their two 
children, and the letters which M. P. A. Labouchére has 
most kindly placed at our use enable us to follow the illustrious 
painter and his lovely wife in their journey. Our readers will 
not fail to appreciate them. ‘They are precious on many ac- 
counts ; they not only afford us charming pictures of the happi- 
ness and union of the great artist’s family, but also reveal his 
warm and generous heart and his ceaseless aspiration after higher 
attainments and skill. 

Paul Delaroche writes first to engage his friend to join them: 


“« Je regrette bien vivement, mon ami, que vos arrangements ne 
vous permettent pas de passer une bonne année avec nous 4 Rome. 
J’aurais été bien heureux de passer ce bon temps avec vous et M™ La- 
bouchére. C’efit été une grande joie pour Louise et une consola- 
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tion, car il est toujours bien triste de quitter ses amis et sa famille.* 
Croyez bien que vous étes du petit nombre de ceux dont le souvenir me 
suivra dans tous les instants de mon voyage. Javais révé que cela vous 
serait un peu possible de quitter Paris pour un an... . Faites encore 
quelques efforts. Je réponds de vos progres et je vous donne d’avance 
une place dans mon atelier.” 


After his installation at Rome, he writes: 


“Tl a fallu les soins et les ennuis de notre établissement, il a fallu 
toutes mes inquiétudes si vives sur la santé de mon pauvre frére pour 
que je remisse jusqu’a ce jour le plaisir de vous écrire, mon ami. Plus 
tranquille aujourd’hui, et par les derniéres lettres plein d’espoir sur 
Je retour a la santé de ce cher frére, je viens vous dire que toujours votre 
bon souvenir m’a accompagné et que plus que jamais je regrette de ne 
pas vous avoir auprés de moi pour admirer cette vieille Rome toujours 
si belle. Peut-étre un jour serai-je plus heureux; ne désespérons de 
rien. 

“ Je vous remercie de m/’avoir fait connaitre la bonne opinion de M. 
Baring 4 Pégard de mon tableau.t Elle me donne du courage et si 
mes ennuis cessent, j’espére vous prouver 4 vous mes bons et vrais 
amis, 4 vous que j’aime sans réserve, que si j’ai eu le courage de vous 
quitter, c’est que j’avais le désir de me rendre, encore plus digne de votre 
affection, de votre estime. Croyez bien aussi que mon séjour en Italie 
ne nuira pas 4 la bonne exécution de mes tableaux de Versailles. Je 
vous l’ai dit et je vous le répéte, aussitét mon retour a Paris je me 
mettrai 4 Pouvrage, et ce ne sera pas ma faute si enfin je ne contente 
pas tout le monde. ...Lundi enfin je vais me mettre a travailler. 
Schnetz m’a donné une belle chambre au dessus du portique, j’y serai 
parfaitement, le jour est superbe. J’ai pour fond la Villa Borghese. 
Vous voyez que je ne suis pas malheureux. Les belles montagnes qui 
sont 4 Vhorizon me serviront merveilleusement pour le paysage de ma 
Vierge.” 


In a letter dated Sept. 18, 1844, he speaks again of this 
picture. 


“ Je viens de terminer la Vierge qui est destinée 4 Lord Hertford. 
. ..- Mes amis disent que j’ai fait de grands progrés dans ce nouvel 


* The Vernet and Delaroche families | in 1854 at the time of the fire of Mr Th. 
lived continually together. Baring’s Gallery, We know the com- 
+ The picture he here speaks of was | position by the fine engraving by Jési. 

the Virgin with the Vine, which was burnt 
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ouvrage. Dieu le veuille!.... Je vous quitte bien vite, mon ami, pour 
m/’occuper de mon portrait du pape ; j’espére qu’il sera terminé a la fin 
du mois. Toujours le secret quant a sa destination. Je vous remercie 
d’avoir fait Pignorant quand M. de Cailleux vous a demandé pour qui 
je fesais ce portrait.” 


M”™ Delaroche will tell us herself for whom her husband 
intended the portrait of Gregory XVI. She writes from Naples, 
Aug. 16, 1844. 


“Nous avons quitté Rome a grand peine aprés avoir pendant plus 
dun mois remis de jour en jour notre départ. Nous y jouissions d’une 
si douce et si bonne tranquillité que nous ne pouvions nous décider a la 
quitter pour cette affreuse agitation de voyageurs, de touristes, qui ne 
nous va aucunement. Aussi y mettrons nous fin le plus tét possible, et 
irons nous demander a la ville Eternelle deux mois entiers de repos pour 
couronner dignement la fin de notre année en Italie. Nous nous en 
sommes tous trés bien trouvés. Les enfants ont grandi sans fatigue ; 
Paul a travaillé 4 son aise sans les mille et un dérangements que Paris 
lui réserve et moi j’ai vécu au milieu de tout cela me reposant et oubli- 
ant qu’il y eut telle chose qu’une mauvaise santé en ce monde. . . . C’est 
pourtant un beau pays que celui-ci; et, s’il ne fallait pas pour y venir, 
trancher dans le vif avec ses affections et ses amis, on y serait parfaite- 
ment heureux. Nous avons passé un étédélicieux. Pas trop de chaleur, un 
ciel admirable, la campagne au soleil couchant changeant tous les jours 
daspect et de beauté ; trois ou quatre gens avec qui causer tous les soirs, 
et par dessus tout, aujourd’hui comme hier, demain comme aujourd’hul. 
Je vous remercie, vous aussi, de votre discrétion 4 Pendroit du portrait 
du pape. Paul désire que son intention de loffrir 4 la Reine reste con- 
nu seulement aux deux ou trois personnes, auxquelles il ’a confiée. Le 
portrait est trés avancé, huit jours de travail en peuvent amener la 
fin. Ses deux autres tableaux* are as good as finished. Mais avec lui 
on ne sait jamais ot lon en est.” 


In another letter she added: 


“ Paul travaillera je pense jusqu’au dernier moment de notre sé- 
Je pense jusq 
jour ici.” 


Immediately after his return, in the first days of December, 
Paul Delaroche offered to the Queen the fine portrait of the 


* Mary in the Desert, and Roman Mendicants. 
19 
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Pope, now seen at Versailles, where the King caused it to be 
placed. And as a token of their gratitude, the King and Queen 
sent to M™ Delaroche a very fine set of emeralds, This 
present, made with so much delicacy, caused real pleasure to the 
artist. 

We have as yet said nothing of Paul Delaroche’s talent as a 
painter of portraits, though they form a considerable part of 
his works. In these as in his other pictures he shows the same 
finish, the same skill in discerning moral truth, the same 
effort after exactness even in the smallest details, the same 
superiority, the same progressive improvement. Thus his earlier 
portraits are far from being as good as M. Guizot’s, painted in 
1838 ; and the progress is still more perceptible in those of the 
Count de Salvandy, of M. de Rémusat, of his two sons, MM. 
Horace and Philippe Delaroche, and especially in those of M. 
Pereire and M. Thiers, which was not finished before 1856, 
and is the last which bears his signature. This portrait is a 
masterpiece. It is impossible to imagine more admirable ex- 
pression, a more living look, more perfect execution. 

Paul Delaroche executed also a great many “ three-crayons” 
portraits, which are equal in cleverness to his oil portraits, and 
particularly those of Carl and Horace Vernet, M. de Lamartine, 
M. Henriquel Dupont,* M. H. Delaborde, M. Auber, and his 
own, which is so precious to his friends. 

On his return from Rome, Delaroche painted the superb 
picture, Napoleon at Fontainebleau; so universally known. 
The deep impression it produced when it was exhibited here 
a few years ago is well remembered. “Until I had seen M. 
Delaroche’s Napoleon at Fontainebleau,” writes M. Labouchére 
to one of his English friends, “I never thought that man 
could deserve compassion, but now I understand it.” 

What an expression of complete prostration there is in the 


* It is but just to mention here the | Naylor (Leighton Hall) possesses a replica 
long association of Delaroche with the | painted in 1847, and the Queen has in the 
famous engraver who has so beautifully re- | drawing-room at Osborr.c a beautiful re- 
produced the works of the master. duction of this same picture, also by 

+ At the Leipsic Museum, Mr John | Delaroche’s hand, 
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Emperor's whole attitude, and how clearly can be read in his 
features the grievous thoughts which tortured that mind, 
so powerful, so proud, and so absolute. These lines of Paul 
Delaroche may well be recalled before such a picture: 


“ L’historien ne se sert-il pas tous les jours de sa plume pour retracer 
les événements de la veille? Pourquoi donc défendre au peintre de se 
servir des mémes matériaux pour enseigner la vérité dans toute sa dig- 
nité et sa véritable poésie? Une toile dit souvent plus que dix volumes, 
et je suis fermement convaincu que la peinture est aussi bien appelée 
que la littérature 4 agir sur opinion publique. . . . Pour aspirer 4 une 


gloire aussi haute, les difficultés n’auraient fait que grandir importance 
de la mission.” * 


This letter contains in some measure the secret of the selec- 
tion of subjects by Delaroche ; his creed as an artist. Here we 
see that his aim was to teach truth in all its dignity, and so he 
chose the stories of the greatest and noblest sufferings,—Strafford, 
Charles I., Napoleon at Fontainebleau, Marie Antoinette, the 
Girondins; and we shall see him when smitten by the most 


cruel trial continue his teaching by the sacred and sorrowful 
scenes of the Passion. 


This year, 1845, saw M™* Delaroche’s health declining 
rapidly. A stay in the country in June restored her for a 
moment to strength, and she resisted the desire of her friends 
that she should go to the waters of Swalbach. She writes: 


“ Je vais réellement beaucoup mieux depuis que je suis ici, et ma 
bonne mine fera prendre 4 ma mére son parti sur mon désir de ne pas 
m’éloigner. Mes enfants ont profité autant que moi de ce bon temps 
de campagne. Paul, aprés avoir souffert pendant huit ou dix jours de 
ses yeux, s’est mis 4 sa Cenci, qui sera ébauchée avant notre départ.” 


But in Paris she resumed all her habits, and continued to 
receive her friends in the evening though her weakness increased 
every day. At the end of October she took to her bed, and 
never rose again. We have related in the sketch of Horace 
Vernet the tokens of sympathy given by the King and Queen 
to her unhappy father and husband. The Town was not behind 


* Letter quoted by L. Ulbach (Ecrivains et hommes de lettres, p. 343). 
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the Court; every day the house was filled with friends anxiously 
awaiting some ray of hope. She died on the 15th of December. 
To describe Paul Delaroche’s grief would be impossible. He was 
crushed. The presence of his children and the feeling that new 
duties towards them were imposed upon him roused him from 
the lethargy which takes hold of a freshly broken heart. To 
bring up his children as their mother would have brought them 
up became the purpose of his life. He was aided in his resolu- 
tion by a beautiful letter of his wife, which M™ Vernet sent him 
a few days after her daughter's death, with these accompanying 


words; 


“Voici ce que Louise écrivait cet été 4 une amie a la suite d’une 
conversation sur P’éducation religieuse 4 donner aux enfants; je vous 
envoie ces lignes, Paul, afin qu’elles fortifient plus encore en vous la 
sainte résolution d’élever ces chers petits comme elle les aurait élevés si 
le ciel ne Peut pas ravie 4 notre amour.” 


M=™ Delaroche’s letter. 


*]] arrive un moment dans l’éducation de nos enfants od tout nous 
manque a la fois, 4 nous autres pauvres méres ; l’autorité nous échappe 
de fait, nos exemples ne servent plus a rien; nos principes ne paraissent 
plus qu’une théorie dont application est réservée 4 nous seules femmes, 
contredite qu’elle est 4 chaque instant par la pratique de la plupart des 
hommes au milieu desquels nos fils sont destinés a vivre. L’exemple 
doit alors de toute nécessité leur étre montré par leurs péres. Les 
paroles ne sont rien; les opinions, les sentiments ne suffisent plus; 
la conformité de la pensée doit étre prouvée par la conformité des actes 
pour que l’enfant devienne ’homme chrétien, il faut que nul dans la 
famille ne se croie dispensé de remplir les devoirs extérieurs que nous 
impose PEglise; Dieu seul juge les consciences, il jugera donc quelles 
ont été les croyances de chacun, mais de méme qu’il a donné a Ame 
un corps qui est la manifestation extérieure, de méme il a voulu que 
certains actes extérieurs fussent la manifestation de Ja foi intérieure. . .. 
Il y a une sentence de ’Imitation qu’il serait bien doux et bien con- 
solant de répéter avec ceux qu’on aime: ‘ Courage, mes fréres, mar- 
chons ensemble, et Jésus sera avec nous.’ Je ne Pai jamais dite sans 
ressentir dans mon coeur un redoublement d’amour pour ceux a coté 
de qui je marche, et de désir de les voir suivre sans hésitation cette 
route si douce a ceux qui le connaissent et qui Paiment. Courage donc; 
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Jésus est avec nous; c’est lui qui nous a dit: ‘Demandez;’ ne nous 
lassons pas de demander, il. nous exaucera si nous avons confiance. 
Offrons lui surtout les priéres de nos enfants pour ceux qui leur ont 
donné le jour; il les laissera comme autrefois s’approcher de lui et leur 
donnera la bénédiction que nous lui demandons pour eux et pour leurs . 
péres.” 


We have given here the greatest part of this noble letter, 
because in it we find expressed the holy thoughts which guided 
Paul Delaroche in the latter years of his life. Resting upon 
this blessed and beloved memory, and watching with almost 
motherly love his two sons, whom he never allowed to leave him, 
he rose by degrees to the purest and loftiest regions of Faith, 
and his talent grew still greater as it became more spiritualized. 

Paul Delaroche slowly returned to his studio. In the month 
of November he had made a charming sketch of his wife with 
their little Philippe upon her knees. He made an etching from 
it, and then he turned to the portrait of the Count de Salvandy. 

A few months afterwards his friends thought it their duty to 
request for him the Cross of Commander of the Legion of 
Honour, which had been given to Ingres and Horace Vernet. 


Paul Delaroche arrested their proceedings by the following letter 
addressed to M. P. A. Labouchére: 


“ Quand je ne puis plus peindre, je réve au bonheur passé, aux 
joies de ma vie si vite brisées, 4 mes amis, a leur tendre attachement. 
Tout naturellement vous m/arrivez a la pensée, et ce soir seul dans 
mon atelier, seul avec mes réfléxions, je me suis rappelé votre conversa- 
tion de ce matin, je viens pour obéir, soit 4 mon orgueil, soit 4 ma 
raison, comme vous le voudrez, vous prier de m’écouter 4 ce sujet. 
Vous savez, mon ami, que je n’ai rien demandé dans ma longue vie 
@artiste et que souvent j’ai cru devoir refuser. Vous savez aussi quelle 
estime je fais de mes amis, et que pour rien au monde, par conséquent, 
je ne voudrais les exposer 4 une déconvenue alors qu’ils veulent me 
servir. Dans la conviction ou je suis, et o vous étes, j’espére, que 
tout ce que je viens de vous avancer est vérité, je viens vous prier de 
voir le ministre, et de lui dire, dans le cas ot il serait dans Pintention 
de renouveller son infructueuse tentative auprés du roi, de s’abstenir 
absolument. II est de certaines circonstances dans la vie od un peu 
d’orgueil devient presque une vertu.” 
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This fond attachment of his friends, which Delaroche alludes 
to, was warmly reciprocated. It was the heart speaking to the 
heart; and after his trial, it was to them he went for comfort. 
A touching proof of this is this letter, also addressed to M. 
Labouchére, who was travelling in Algeria. 


“Depuis longues années, vous m’avez habitué 4 vous voir, & vous 
suivre, 4 savoir enfin ce que vous faites. Un mois avant mon depart 
pour la Bourgogne * vous m/’avez quitté et depuis cette époque je n’ai 
pas entendu parler de vous. Je sais bien que Vabsence ne peut rien 
sur amitié qui nous unit, elle est de nature a ne jamais faiblir, et le 
cruel événement qui a brisé ma vie a cimentée pour le reste de mes 
jours. Mais j’ai besoin de mes amis, mon cher Peter, et le plus petit 
souvenir de l'un d’eux est une consolation dont je ne puis plus me pas- 
ser. N’allez pas croire que je veuille vous gronder; non, mon ami, 
mais je viens vous demander de me dire un peu, en deux mots que vous 
ne m’oubliez pas et que quelquefois sur Ja terre d’Afrique votre pensée 
s’est arrétée sur moi. Je ne vous en veux pas, je vous le répéte,—privé 
comme vous l’avez été, et pour la premiére fois depuis votre mariage 
pendant un si longtemps, du bonheur de voir chaque jour tout ce qui 
vous est cher, au retour vous avez du leur consacrer bien des heures. 
Quelle joie a di étre la vétre de tout retrouver en revenant chez vous! 
Jy ai bien ‘pensé, croyez le, mais aujourd’hui que votre vie a di re- 


prendre sa tranquillité, tachez de trouver une plume et donnez moi de 
vos nouvelles.” 


Delaroche was living in greater retirement than ever, and 
finishing a few pictures he had begun long before. He was also 
‘painting his Christ at Gethsemane, a small picture full of sweet- 
ness, which had been inspired by this thought of Pascal: “ Jesus, 
finding them still asleep, without consideration for him or for 
themselves, in his kindness does not wake them, but leaves them 
in their repose! ”- 

The events of ’48 forced him from his solitude. The 
interests of art so gravely compromised found in him the most 
devoted defender, He spared no effort to help his pupils and 
his fellow-artists, whose sufferings increased every day. Always 


* He was then visiting some friends, | tenus, i/ a la bonté de ne pas les éveiller, et 
+ Jésus les trouvant endormis sans que | les laisse dans leur repos.” 
ni sa considération ni la leur ne les eut re- 
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disinterested, he was known to refuse a considerable sum he had 
earned by the painting he was executing for Versailles; and he 
also declined accepting various works then offered to him. _ “I 
refuse,” he said, “for the sympathy I bear for the sufferings of 
my companions.” But as soon as the condition of the artists 
was less compromised, he left Paris and sought rest at Havre. 
He had also to think of resources for himself. “ My fortune is 
nearly ruined,” he wrote; “I am one-and-fifty years old, my 
children are still very young, and they have but me. I must 
then find means to finish their education and guarantee their 
future.” He even thought of leaving France, so dark did the 
future appear to him. Thus he writes to M. Labouchére on 
the 18th of July: 


“L?avenir pour moi est encore plus sombre que le présent. La 
lutte sociale est loin d’étre terminée. Nos ennemis sont toujours. la et 
ce ne cera qu’a force de batailles qu’on pourra les réduire a un long si- 
lence. ... Quant 4 nous pauvres peintres, notre affaire est faite; la 
ruine est compléte. II faut prendre un parti plus tét que plus tard. Je 
suis de ceux qui ne peuvent produire quelque chose de bon qu’a force 
de silence et de tranquillité. Depuis le mois de Février ce n’est qu’avec 
des efforts inoyjs-que j’ai pu terminer mon Napoléon,* et faire ce petit 
tableau rond. Il me serait impossible d’étre peintre, au milieu de 
pareils événements si fréquents, et cependant il faut que je vive, que 
jéléve mes enfants. Savez vous ce que nous devrions faire? Nous 
devrions aller en Amérique ou en Russie, je suis sir que je vous ferais 
gagner de l’argent. La nous attendrions les temps plus tranquilles et 
nous serions ensemble.” : 


Some time afterwards he writes again to the same friend: 


“ Je ne sais plus que penser de Pavenir.. La folie des hommes est 
arrivée 4 un tel point, qu’il y aurait absurdité 4 vouloir les suivre et 
chercher 4 deviner ce qui pourra sortir de ce chaos. Quant a moi j’ai 
pris le parti de ne plus penser, je vis au jour le jour, me fiant 4 Dieu 
pour le reste, et c’est ce que j’ai de mieux a faire, car je le crains bien, 
la république a cassé le cou aux derniéres années ot j’aurais peut-étre 
pu prouver par quelques grands travaux que je n’étais pas indigne de 
la place qu’on a bien voulu me faire dans ce bas monde. Je compte 
trop peu sur les hommes pour espérer encore. . . .” 


* The replica of the Napoleon at Fontainebleau. 
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And again: 

“ Autrefois j’avais des opinions tout comme un autre ; aujourd’hui 
je ne me permets plus d’en avoir, les événements vont trop vite pour 
mon intelligence. Je me contente de vivre 4 Pheure. Mon espérance 
ne va pas plus loin. Si j’étais seul dans ce triste monde, il y a long- 
temps que j’aurais été chercher ailleurs la tranquillité qui m’est si néces- 
saire pour produire, mais j’ai deux chers enfants, de bons amis, et je 
ne puis me résoudre a ce parti extréme. Au reste nous causerons sé- 
rieusement 4 mon retour, car je ne puis plus vivre comme je vivais il 
y aun an, Part est perdu pour longtemps en France, mes ressources 
s’épuiseront vite, je dois avant tout songer 4 Vavenir de mes pauvres 
enfants, il faut donc que je prenne une grande détermination. Je 
compte sur votre amitié pour m/’aider de vos bons conseils.” 


He returned, however, to Paris, his idea of going either to 
Russia or to the United States having been combated by his 
friends; and he might there have recovered the tranquillity 
indispensable to him, if the health of his eldest son had not 
forced him once more to quit the place. From Aix-la-Chapelle, 
where he had gone in the spring of 1849, he went to Nice. We 
have the details of his journey in a letter to M. Labouchére, in 
which, after having apologized for a long silence, he says: 


‘Tout me fait espérer qu’aprés la bonne cure d’Aix-la-Chapelle, le 
soleil de Nice, les bains de mer et huile de foie de morue guériront 
complétement mon cher enfant et lui assureront 4 tout jamais une 
bonne et forte santé. Dans trois jours ma course sera terminée et 
aussit6t casé je mettrai les morceaux doubles pour réparer autant que 
possible tout ce temps perdu. J’espére bien que, Dieu aidant, rien ne 
viendra plus me déranger et que je pourrai utiliser au profit de mon art 
ce longtemps d’exil. 

“En quittant Aix-la-~Chapelle je me suis dirigé sur Dresde en pas- 
sant par Francfort, Weimar, et Leipsic. Je suis resté huit jours auprés 
de notre chére exilée.* Elle est toujours bien digne de nos regrets et 
de nos espérances, J’avais fait un dessin assez soigné que je lui ai of- 
fert. Elle en a été charmée. Jen ai gardé un calque, peut-étre en 
ferai-je un tableau.t Le sujet est tiré d’Isaie: ‘ Je suis le seigneur 


* The Duchess of Orleans, presented supporting along a steep and 
+ Christ, the hope and support of the | dreary road, a young woman and her two 
afflicted, one of the last small pictures of | sons, 
Delaroche, but unfinished. Christ is re- 
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votre Dieu, qui vous prends par la main et qui vous conduis.’ Le 
sujet est assez bien trouvé et je ne suis pas mécontent de la composi- 
tion. 


“Dans tout le cours de ce petit voyage en Allemagne, partout j’ai 
été regu comme un prince avant la république. Le Roi et la Reine de 
Saxe et son frére,—le grand duc et la grande duchesse de Saxe-Weimar, 
le jeune grand duc et sa femme,—la Princesse de Prusse, les artistes, les 
savants, tout ce monde m/’a traité avec une bonté infinie. Nul n’est 
prophete dans son pays. 


“ Je ne me savais pas un si gros personnage.” 


Delaroche had scarcely settled at Nice and begun to work, 
when a fresh and severe trial visited him,—the death of his beloved 
brother. In deep affliction he writes to the same friend : 


“Si la vie est heureuse pour quelqu’un, pour moi elle est cruelle, et 
depuis bientét quatre ans que n’ai-je pas souffert! Que n’ai-je pas 
enduré de douleurs profondes et d’inquiétudes poignantes! ~N’avais-je 
pas le droit d’espérer que Dieu ne se détournerait pas de moi, et voici 
que je pleure encore mon frére, ami de tous mes jours! Plus que 


jamais il faut que je regarde bien en arriére pour reconnaitre que j’ai eu 
ma large part de bonheur.” 


Paul Delaroche, doubly heart-broken, returned to his work, 
and by degrees a great serenity replaced his intense grief. A 


few days before his death he wrote to his friend, who was equally 
in sorrow. 


“Si vos larmes sont améres, plus tard vous saurez combien elles ont 
de douceur quand elles coulent au souvenir d’un étre dont le passage 
sur cette terre a été Pexemple du dévouement, de la tendresse et de la 
charité pour les siens et pour tous.” 


Religious painting—Christ on the Cross,“ Mater Dolorosa,” 
The Entombment of Christ, and Moses exposed on the Waters, 
this last so admirable in its execution—did not make him 
renounce historical subjects. In this style of painting also we see 
his talent rising higher and higher during his later years. Every 
one is acquainted with The Cenci on the way to the Scaffold, 
The last Prayer of the Children of Edward IV., and General 
Bonaparte crossing the Alps.** He is mounted upon a mule 


* The property of Mr John Naylor (Leighton Hall). The Queen possesses at 
Osborne a reduction of this picture, made by Delaroche himself. 
5 
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which is led by a guide; the weather is gloomy, the passage 
difficult and dangerous, but the thoughts of the First Consul 
are not fixed upon exterior objects, they are pitched far in the 
future,—* I] montre dans les passages difficiles, la distraction 
d'un esprit occupé ailleurs,” says M. Thiers, and it is what 
Delaroche has rendered with such mastery. Marie Antoinette 
after her condemnation, which was seen here at the Exhibition,* 
also belongs to this period. 

Having once seen it, it is impossible ever to forget the face 
of the noble and unfortunate Queen, as she comes back from 
the revolutionary tribunal and walks threugh the insulting mob 
thirsting for her blood. One young woman only is touched, 
and weeps at the sight of Marie Antoinette, so calm, so dignified, 
so queenly. A light shade of contempt upon her fine face 
alone answers the gross insults of the coarse market-women, and 
gives to her expression that pride which becomes her. This 
picture is one of those which Delaroche most carefully elaborated. 
“Comme je vous [ai dit, j'ai beaucoup travaillé, et aprés bien 
des efforts j'ai terminé ma Reine,” he writes in June, 1851. The 
melancholy character of Delaroche was naturally attracted by 
the misfortunes of the family of Louis XVI., and he seems 
to have found relief in reproducing, either in painting or draw- 
ing, the most harrowing scenes of their long agony, such as Marie 
Antoinette at the Conciergerie, Marie Antoinette separated from 


her children, Louis XVII. in prison, M™* Elizabeth separated 


Srom the Dauphiness, M™ Elizabeth led to the scaffold. Another 


scene of the Revolution, the Girondins, finished in 1856, is 
unquestionably his masterpiece in the historical style. Com- 
pared with the Death of the Duke of Guise, that other master- 


piece, it is even more learned in its execution, and shows a 
more refined sense of effect. 


* At the Exhibition of 1862 there were 
besides the Marie Antoinette (belonging to 
the Count of Hunolstein), The young Mar- 
tyr, The Virgin contemplating the Crown of 
Thorns, The Return from Calvary, Good 
Friday, and the portrait of Emile Pereire. 
The young Martyr and Good Friday are the 


property of M. D’Eichtal ; who also 
possesses one of three bronze statuettes, 
which his sons had made after his death, 
from a model by Delaroche of Christ 
Sainting under the Cross. 

* + Belonging to Mr Benoit Fould. 
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The scene is a large gloomy vault, lighted by one window 
on the spectator’s side, so that the light from it falls full upon 
the principal persons in the group. ‘Two wide arches form the 
background, one wholly seen, with the space under it filled by 
a wall and a grating at the top; the other, to the nght, partly 
seen ; under it is the entrance to the cell, and in the lobby out- 
side is a lamp burning, so that you can see the crowd of guards 
there. Over the pier between the arches on a bracket is a bust 
of Marat. The gaoler, in bonnet rouge and tricolor scarf, 
with pistols in his belt, stands on the right, reading the list of 
the prisoners’ names. To the left of him, one of the soldiers, 
inside the room, stands leaning with a kind of interested indif- 
ference against the pier between the arches. Behind the gaoler 
two men are carrying out the body of Valazé. 

- In the centre of the composition, beside one of the rude 
wooden tables, stands Brissot, lost in thought; to the night of 
him, Vergniaud is still speaking, with uplifted hand, of the glory 
of the death they were then to meet; and in the group to the 
left, many lift up their hands in token of their agreement with 
Vergniaud. One, seated between the two great leaders of the 
Gironde, on the back of whose chair Brissot lays his hand, has 
pressed with affectionate emotion Vergniaud’s right hand, which 
is placed on the table behind him. Lasource is seated to the 
left of Brissot, and is lost in regretful thought. Behind him, at 
another table, Du Chastel is writing his last hasty letter. In 
the background on the left, the two young brothers, Boyer 
Fonfréde and Ducos, are locked in each other's arms. At the 
extreme left, the Abbé Fauchet and Sillery are conversing with 
philosophical calmness, as if the voice summoning them to 
death were not sounding in the chamber. 

The varied and contrasted emotions displayed by the several 
persons in the composition impart a peculiar charm and beauty 
to the picture. There is every step in the scale from the 
scintillating enthusiasm of Vergniaud, and the grandly statuesque 
repose of Brissot, to the gaoler’s sympathy and the guards’ 
stolid indifference. 

The only indication of violent emotion or excitement, be- 
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side the lifted hand of the speaker and the five or six who share 
his feelings, is the broken chair, which lies overturned before 
Vergniaud. The high quality of the man, contrasted with the 
coarse brutality of the authorities, with the gloomy cell, with 
the hideous countenance of Marat, dominating there, seizes 
upon the spectator’s sympathy. Vergniaud’s position, which is 
facing the spectator instead of those he addresses, alone suggests 
that it is a picture, and not the scene itself. 

In the preceding year Paul Delaroche had painted the most 
poetic and the sweetest of all his pictures, The young Martyr.* 
The thought of this composition occurred to him during an 
illness he had in 1854. His health had long been slowly 
declining. He wrote then to a friend: 


* Je vais mieux. Je pourrai defnain sans imprudence regarder une 
petite toile blanche, pour la barbouiller 4 propos d’un sujet bien simple 
et bien neuf, que je me suis avisé de créer pendant ma fiévre, et d’es- 
quisser au fusain, sur une petite feuille de papier bleu. Ce serait la 
plus triste et la plus sainte de toutes mes compositions. Je lexplique- 
rais mal; vous la verrez.” 


And he adds in a second letter: 


*« Je vous ai parlé d’une composition dont je ne vous ai pas dit le 
sujet. Si Dieu me vient en aide, je fonde de grandes espérances sur 
cette petite invention. Voici mon point de départ: Une petite Ro- 
maine n’ayant pas voulu sacrifier aux faux dieux, est condamnée a mort 
et précipitée dans le Tibre, les mains liées. Voici ma mise en scéne: 
Le soleil est couché derriére les rives sombres et nues du fleuve; deux 
chrétiens qui cheminent silencieusement apercoivent le cadavre de la 
jeune martyre qui passe devant eux emportée par les eaux. La partie 
supérieure de la figure, ainsi que Peau est éclairée par une auréole di- 
vine qui plane au dessus d’elle. Pour vous faire croire 4 ma poésie, 
révée pendant ma maladie, il faudrait bien dire et je ne sais.” + 


But if the writer could not tell, we feel how deeply the artist 
has moved us by the representation of that simple and graceful 
victim floating miraculously after her death. The silvery light 
spreading from the aureole on the surface of the water is 
rendered with marvellous ability, and there is nothing sweeter, 


* In the possession of M. D*Eichtal. 
+ Letters quoted by M. Tardieu, Constitutionnel, 2 Mar., 1857. 
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purer, more elevated than the head of the young martyr herself. 
In the whole composition one perceives, as it were, an angelic 
breath vivifying the resources of the most skilful art. 

At the same time he was working at that series of pictures 
on the Passion, which death did not allow him to finish; 
small pictures in which the painter seems to have expressed all 
his soul. He was making them for himself alone, without any 
ambition of success, and to satisfy only his own inspirations 
liberated from the traditions which have generally guided those 
who choose similar subjects. He had profoundly meditated 
upon the memories of the Passion, and had endeavoured to 
supply the deficiency of those scenes which the Gospel in its 
sublime conciseness has omitted. And so he represented the 
Virgin on Good Friday in the house where the holy women 
assembled, whilst Christ was led to Calvary. The passing of 
the mournful procession is indicated only by a Roman ensign, 
and a few pikes seen over the sill of the window. The Virgin 
falls on her knees and stretches forth her arms with the agony 
of more than a mother’s woe upon her features: it was “the 
sword piercing her soul.” Mary Magdalen and the other 
women are in the shadows of the room overwhelmed with 
sorrow, whilst St Peter and St John, struck with fear and respect, 
take a stealthy survey of the terrible procession. The effect of 
the chiaroscuro, so admirably disposed, adds to the truth of 
this heart-rending scene, where grief is expressed with so much 
sincerity and depth that the soul sympathizes and is filled with 
the sight. 

The last picture at which Delaroche worked, and which he 
had scarcely finished when death tore him from his easel, The 
Virgin contemplating the Crown of Thorns, dyed with the blood 
of her Son, is remarkable for the energy of feeling and that 
expression of mournful greatness which the artist could have 
reached only at that last hour. 

Paul Delaroche died in Paris, on the 4th of Nov., 1856. For 
several years he had been suffering from a liver complaint, but 
his friends could not believe his end was so near. He alone 
foresaw it. Two days before his death he said to M. La- 
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bouchére: “Nous pensons que nous avons devant nous une 
belle et longue vie, et un jour arrive ot Dieu nous dit: Tu 
n'iras pas plus loin !”. 

His sufferings were great, but he carefully and courageously 
concealed them, and he always preserved the greatest calm, the 
most unalterable firmness. On the 3rd of Nov. he was still seen 
arranging his affairs as the head of a family who would leave 
nothing unsettled behind him. On the last night he kept near 
him one of his pupils* and said: “ Reste prés de moi, et donne 
moi la main.” He slept with the hand of that faithful friend in 
his. The next morning he was weaker; but he got up and 
placed himself near the fire in the same room where eleven years 
before his wife had died. His son, M. Horace Delaroche, was 
near him; at about three o'clock in the afternoon he left him for a 
moment to fetch a strengthening cordial, for his father felt himself 
fainting. When he returned Paul Delaroche had just expired. 

It was so that, at the age of 59, and without a struggle, this 
great painter died: a death worthy of his life, so conscientiously 
consecrated to labour and to art. Never did artist toil more 
earnestly to chasten his style, or allow himself less rest, than Paul 
Delaroche. Rigid towards himself, the success he obtained 
made him still more earnest in his task; he saw in it a fresh 
call to rise still higher. “ Sursum Corda, voila toute la philoso- 
phie,” M. Cousin has said; let us say, that for Paul Delaroche 
it was the whole of Art. 

The exhibition of his works made in April, 1857, was the 
finest monument that could be raised to him. It too often 
happens that men of genius and talent are judged with equity 
only after their death; and so it was with Paul Delaroche. 
Only then did France render full justice to the great artist she 
had lost. 

The works of Delaroche are composed of more than a — 
hundred and ten paintings, and of a considerable number of 
drawings and studies. We have been able in this sketch to 
name only the most remarkable. 


M. C. H. 


* M. Jalabert. 





ART-EXHIBITIONS IN LONDON. 


Lonpon has ceased for some years to remain unprovided 
with exhibitions of art in that long interval, which used to be 
almost an absolute blank in this respect, between the close of 
the parliamentary session in one year and the opening of a new 
session in the year ensuing; between the Royal Academy, and 
the British Institution’s display of old masters, of one season, 
and the Institution’s modern collection of the next. The exhi- 
bitions of the autumn and winter are still, and reasonably so, 
less numerous and less important than those of the spring and 
summer ; but some exhibitions there are in regular sequence. The 
tradition of hybernation in art is broken; the contrary precedent 
is well established, and in the way of increasing development. 

The exhibition of the Art-Union prizes opened on the 8th 
of August at the Gallery of the Corporation of British Artists ; 
the sum distributable in prizes in 1863 having exceeded that of 
the preceding year. The general run of the selections was 
much as usual; mild domesticities, small bits of the picturesque, 
quiet scraps of landscape, and the like. One knows what one 
has to expect from the predilections of Art-Union prizeholders, 
and one’s expectations are not belied. Of the two chief prizes 
of £200 each, however, one was bestowed upon a subject of 
much higher mark than usual—the “Scene from the Early 
Life of Kepler,” by Mr Heaphy, where the astronomer, during 
his residence in Venice, is represented engaged upon his ob- 
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servations, and accosted as a fortune-teller by the fashionable 
and other idlers of the city. This was in all respects a capital 
subject ; and its treatment, though in some degree unrefined, 
was striking, clever, and attractive. The other £200 prize was 
the “ Reconciliation” of Mr Barwell. Among the minor prizes 
one might note, with varying grades of approval, “Labour's 
Sanctities,” by Mr Heaphy; “A Norwegian Fjord on a Calm 
Summer’s Night,” by Mr Rosenberg; and “The Landgate, 
Winchilsea,” by Mr Hine. 

On the 18th of November was opened the exhibition of the 
copies made from pictures by the old masters and deceased 
British painters, collected at the British Institution; an exhi- 
bition which perhaps scarcely deserves to be kept up, now that 
the position of the Institution as a promoter of art has so greatly 
dwindled. Portrait-subjects were in the ascendant. As many 
as twenty copies appeared from Rembrandt's “Burgomaster 
Six;” and a large number from Romney’s “ Lady Hamilton,” 
- the property of Sir P. Burrell. The remarkable Tintoretto, of 
Venus, Vulcan, and Cupid, was the most striking representative 
of the higher order of art among the works selected for copying. 

The Winter Exhibition of Cabinet Pictures by British Artists, 
begun by Mr Pocock, and continued by Mr Gambart, and 
now by Mr Wallis, was the first step in the anti-hybernation 
niovement. The collection which opened at No. 120 Pall Mall 
on the 7th of November was the eleventh of the series: it closed 
on the 5th of March. These exhibitions increase in popular 
favour—the one of which we are writing having been, it is said, 
successful beyond precedent ; we cannot say that their artistic 
merit keeps pace with their success. On the contrary, this last 
display was as empty as might well be of high artistic merit 
in particular instances, or of a superior average of general 
attainment. The number of works catalogued was 207; of 
which a not inconsiderable proportion were either old pictures 
sent seemingly from Mr Wallis’s trade-stock, or the productions 
not of “British artists,” as professed, but of foreigners. One 
landscape with figures, by Mr Witherington, dates as far back 
as the teens of the present century. Among the new works, 
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the two of leading importance were “ Drink to me only with 
thine eyes,” by Mr Calderon, and “ Jonathan brought David to 
Saul,” by Mr W. B. Richmond. The former had a moderate 
share of the executive cleverness which distinguishes all Mr 
Calderon’s present handiwork, but the sentiment, poetry, and 
inventive propriety, which such a subject demands, were wholly 
to seek ; Mr Richmond’s picture, one of those which had been 
cited as unfairly excluded from the preceding Academy exhibi- 
tion, had at least propriety and the marks of self-respecting care 
and purpose. Mr Hayllar sent a picture of ladies “going to 
the Drawing-room,” to which the representation of a carriage 
blocked up with crinoline lent a piquant oddity. Mr Linnell’s 
“Christ and the Woman of Samaria” might stand comparison 
with most of this fine artist’s treatments of the same class. By 
far the most elevated of the landscapes was the “ Mist-wreaths” 
of Mr Alfred Hunt. The foreign contributions included minor 
specimens of Duverger and Rosa Bonheur; and a.“ Study of 
an Italian Woman’s Head,” by Madame de Fey], large in feel- 
ing of contour and colour. 

A new feature of the exhibition on the present occasion was 
the offer of prizes—# 00 for a figure-subject, and #50 for a 
landscape. The judges appointed to award these prizes were 
Messrs Redgrave, E. M. Ward, Dobson, Tom Taylor, and S. C. 
Hall; who unanimously selected Mr Calderon’s picture above- 
named, and “Loch Ericht, a Bright Night,” by Mr Arthur 
Gilbert. A not unfair exclusion from the prize competition 
affects all members of the. Royal Academy: the prizes are 
announced for annual renewal. 

The Water-colour Society opened on the 28th of November, 
and closed on the 26th of March, their “Second Winter Ex- 
hibition of Sketches and Studies.” The public have taken 
cordially to the project of these exhibitions, which is certainly 
a good one. It is quite reasonable that sketches, if skilful, and 
studies, if genuine, should be made known to the general 
as well as the private customers of the artists, and essential 
that ‘they should not be clumsily mixed up with the dis- 
plays of finished works. The proportion which the import- 


20 ¢ 





308 Art-Exhibitions in London. 


ance of the exhibition of sketches and studies bears to that of 
the painters’ finished works is nicely suited to the character of a 
winter as compared with a summer collection. Although ex- 
ception might here and there be taken to the accuracy of classi- 
fication, the exhibition was in the present case fairly what it pro- 
fessed to be. The number of contributions was 384; the only 
non-contributing members being Messrs Wm. Evans, Harding, 
and Topham. Several exhibited largely: Mr Gastineau no 
fewer than 22 works, and Mr Wm. Hunt a great many more, 
if the separate sketches included under the same number are 
reckoned apart. 

Such an exhibition as this affords the scantiest occasion for 
that amount of critical specification—in any case very limited— 
which it falls within our plan to give. The very deplorable 
loss, however, which English art has sustained in the death of 
that sturdy and gentle humourist, poet of literalism, and un- 
rivalled prince of still-life painters, Hunt, gives to his contribu- 
tions, the last which he lived to see upon the walls of any 
gallery, a sad interest, which may justify us in naming the whole 
set seriatim. 'They were— 

No. 
26. Four Landscapes. 
95. 4 frame containing ten subjects. 

105. » 0» nine subjects, mostly shipping. 

177. 2 ” nine subjects, including the sketches 
of Topsey (an admirable pencil study), and the Pet of the Village. 

197. Six Sketches at Hastings, capital. 

203. Sketches of a Turtle, and a Fawn. 

290. A Study of a Peacock ; Mary Queen of Scots’ Room at 
Hardwicke Hall. 

312. A frame containing six suljects—two dogs, &c., most 
excellent. 

333- 4 frame containing nine sketches in colour. 

341. “ » five shetches of Boats. 

352. Two Landscapes—fine studies of cottage scenery. 

359. 4 View at Hastings, and a Landscape. 
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364. A frame containing four Studies of Clouds (admirable, 
in association with sea and other material), and one Landscape. 

Besides this series, we shall only specify Mr Burton’s 
crayon-drawing of Jehu slaying Jehoram ; an important design 
in which one can trace, along with the native ability and indi- 
viduality of the artist, the influence of drawings in the same 
material by Decamps, such as the Samson set. The beauty 
(especially in the “ Copt House, Cairo”) of Mr Carl Haag’s in- 
terior painting, and of Mr Smallfield’s still-life painting, only 
second to Hunt's, should: also not be passed in total silence. 
Messrs Glennie, Andrews, Alfred Fripp, Alfred Hunt, Brittan 
Willis, and Palmer, were eminent among the other exhibitors 
who mainly sustained the quality of this interesting and agree- 
able exhibition. 

On the gth of November a collection of paintings was open- 
ed for inspection and sale at No. 11 Haymarket, by Mr Flatou, 
the picture-dealer so well known by his extensive transactions, 
and especially by his commission to Mr Frith for the picture of 
the Railway Station. The number of works was 132, many of 
them being already familiar to the public; such as Mr Frith’s 
“Coming of Age,” Mr Kennedy's “ Sir Guyon and the Palm- 
er,” and a number of works which have been seen in recent 
Academy or minor exhibitions, and by most people forgotten 
again. Others, still older, are less familiar; as a very early pic- 
ture by Mr E. M. Ward, “the Dead Ass, from Sterne’s Senti- 
mental Journey,” and the same painter's “ Elizabeth Woodville 
parting with the Dauphin” (!)—as the elegant scholarship of Mr 
Flatou expresses it. The piéce de résistance, “ painted expressly 
for Mr Flatou, the artist’s finest work,” was “ Reading the Bible,” 
by Mr Thomas Faed. The arrangement closely resembles that 
of the cottage death-bed scene by the same painter, entitled 
“From Dawn to Sunset.” The conception and execution are 
well pitched for Mr Faed’s admirers, though the more critical- 
minded among them might perhaps think that the less satisfac- 
tory points of his style are more developed here than the better 
ones. Of prominent or popular names the catalogue had no lack 
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—Miiller, Creswick, Ansdell, Sidney Cooper, F. R. Pickersgill, 
Cooke, Poole, Hook, Wilkie, Leslie, William Collins, Morland, 
Patrick Nasmyth, Herbert, Etty, Nicol, Egg, Linnell Senior, 
Alfred Chalon, Philip, Fielding, Gainsborough, &c. ; and, from 
France, Duverger and Troyon. The display upon the walls, 
although reasonably fair, as things go, was scarcely perhaps in 
proportion to the pleasing anticipations with which these names 
might inspire a believer in the Royal Academy: and a proverb 
about the ratio between cry and wool might recur to the memory 
of cavillers. But the trade of picture-painting and the art of 
picture-dealing are both vocations which “appeal to the sym- 
pathies of an enlightened public.” 

The British Institution has been, as usual, the first to begin 
the artistic year of 1864; its exhibition of works by living artists 
opened on the 6th of February. The contrast between the in- 
fluence which this body once exercised and the interest which 
its exhibitions maintained on the one hand, and, on the other, 
the standing of both for this last dozen years or more, has been 
drawn often enough to spare us from re-enforcing it. The 
British Institution appears, as far as its actual management can 
be traced, to be one of those intensely conservative bodies which, 
by revising nothing and by laxly tending that which they cling 
to, end by having nothing to conserve that is worth conservation. 
We except the summer exhibitions of works by old masters 
and deceased British painters. These are invariably valuable in a 
greater or less degree, but according to a permanent average ; 
and the public has every reason to be grateful to the liberal 
owners of pictures who annually despoil their walls of cherished 
ornaments, to share the enjoyment and example of them with 
all who are interested in art. But, as regards the exhibitions of 
contemporary art, the only comparison which can now be made 
is that of one poor minor collection with another. Upon that 
sorry level, the exhibition of the present year must be pro- 
nounced a meagre one among the meagre, The number of 
works is 649, of which 16 are sculptural. It has been some- 
times affirmed that the members of the Royal Academy have 
wholly deserted the Institution. This is not strictly correct. On 
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the present occasion, three full members and two associates of the 
Academy exhibit—Sir Edwin Landseer, and Messrs Cooke, H. 
W. Pickersgill, Ansdell, and Frost. There are also pictures by 
Scottish and Hibernian Academicians. 

In an indifferent exhibition to which Sir Edwin Landseer 
contributes, that eminent painter's contribution, it will readily 
be surmised, is the best work present. Sir Edwin’s picture, 
named “ Well-bred sitters that never say they are bored,” is a 
splendidly facile and natural study of various birds and dogs, 
dead and living, set together in a painter’s studio, among which 
a great retriever holds the supremacy. Next to this, perhaps 
no work possesses so much interest as a well-sized domestic pic- 
ture by Miss Kate Swift—* Das Festkleid: a Schevening Girl 
buying her wedding dress.” Though very far from being an 
accomplished piece of execution, this painting has style of a 
quiet sort, much simple nature, and throughout a certain large- 
ness and readiness which might enable Miss Swift, with practice, to 
attain the level of good French or Belgian treatments of the same 
class, and at any rate greatly to transcend the limits of the mere 
common-place English domesticism. Another meritorious paint- 
er, and one who continues steadily to advance, is Mr Edwin Long, 
who sends “Don Quixote, having mistaken a Posada for a Castle, 
addresses two strolling dancers as high-born damsels.” This is 
very naturally conceived, without vulgarity or caricature; and 
might be accepted as positively good were it somewhat more 
completely developed in artistic style. “The Buttery-hatch,” 
by Mr Yeames, is a small picture of great cleverness, and 
noticeable for unhackneyed arrangement. Mr Pettie and Mr 
Houghton are here, as they always are, distinguishable at a 
glance from the common run of their fellow-exhibitors. Mr 
Wypburd, in the home portrait-group named “ A Private View,” 
shows himself yet capable of greater sincerity of feeling and 
decision of handling than go to the painting of his répertvire of 
show damsels. In landscape three painters may be named. Mr 
Mignot’s “ Twilight in the Tropics” is a really fine work, not- 
withstanding some roughness of execution: its sky is full of 
light and space. Mr Elijah Walton sends a valuable and 
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accurate study of snow-mountains in “ The Silberhorn, as seen 
above Lauter-brunnen :” and the ease and completeness of style, 
within certain limits, possessed by Mr George Sant, tell to ad- 
vantage in his “Study of broken ground near Farnham.” 

The list of exhibitions held by individual artists is a short 
one. Mr Carl Werner opened at the Water-colour Institute, 
about Christmas, a collection of thirty drawings of Jerusalem, 
Bethlehem, and the Holy Places, including several subjects of 
the highest interest, such as the General View of Jerusalem ; the 
Vestibule of the Church of the Holy Sepulchre; the Sepul- 
chre itself; the Interior of the Mosque of Omar, with the Holy 
Rock; the Valley of Jehoshaphat; Bethany, the Mountains of 
Moab, and the Dead Sea; the View of Bethlehem; Jerusalem 
on the north side, &c. The artist is known for the telling pre- 
cision with which he works out the picturesque material of his 
subjects, with their effects of light, peculiarities of texture, and 
soon, The present series will satisfy his admirers in these re- 
spects; some few of the views are not finished, but are as 
pleasing in their character of sketches as the others in their 
steady elaboration. The whole set will be chromo-lithographed 
by Messrs Hanhart, and published by Messrs Moore, Mc 
Queen, and Co. 

Mr Holman Hunt's “ Finding of the Saviour in the Tem- 
ple” continues to attract its daily knot of London admirers, and 
has been of late on exhibition at Messrs Jennings’s Gal- 
lery in Cheapside. When the provincial tour of this painting 
shall have been completed, the number of its’ visitors will be 
something enormous, and the result a signal instance of the in- 
fluence exercised by fine work, coupled with a selection of 
elevated subject, and a method of treatment, which people can 
understand and enter into as well as admire. 


W. M. Rossettt. 





THE FINE ARTS IN INDIA 


THE REIGN OF KING JAMES I. 


To the Editor of the Fine Arts Quarterly Review. 


Sir, 

I nave selected for the subject of this letter some extracts from 
the East Indies Correspondence in the Public Record Office, which have 
reference to the Fine Arts in India during the reign of King James I. 
These extracts will be found curious, and in one or two instances may 
provoke inquiry which will lead to information not without interest or 
instruction. 

As soon as the East India Company had established a trade in some 
of the most considerable of the islands in the Indian Ocean, they 
turned their attention to the Peninsula of India itself, and vessel after 
vessel was despatched laden with all kinds of commodities for the Indian 
market. The voyages of this period, that is, before 1620, were usually 
successful. Many difficulties had to be overcome, but these were con- 
siderably lessened by the prospect of bribes, or as they were then 
termed, presents. Every officer who had the least authority expected 
something ; the leading men of the State were not above receiving what 
was offered to them by the East India Company’s servants, and the 
Great Mogul himself looked for presents, however trifling, every eight 
days. 

The Company’s factor writes from Ajmere, in November, 1614, as 
follows : 

“ Havinge to dealle with a people subtle and deceipttfull, full of 
delayes in all businesses, exceptte to serve their owne turne and noe 
truth in them, and the Kinge ruled by those men neere him too much 
delighted with toyes, wherewith the ledger must come soe well provided 
that once in eightte dayes, or att least when hee hath occasion to proffer 
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speech, hee have somethinge or other to presentte, any toye that is not 
of his countrie, though not worth two shillings, some time is sufficientte, 
which may move the Kinge not onely to favor our busines and to 
grace him, but in shortte time to give some penddn or allowance 
towardes his maintenaunce, for the better obtaininge whereof fitt 
presentts must bee for the Nobillittie broughtte, which are chief in 
grace, cloth and such things as are to bee boughtte for mony they 
esteeme not,” &c. [East Indies Original Correspondence, Vol. ii. 
No. 186.] 

The same factor in another letter to the Company specifies what these 
presents should be. He says, “ The King. is exceedingly delighted with 
toyes which I may well so terme, for any thing that is strange, though 
of small value, it contents him, so that you must use meanes to procure 
all things fitting, as riche gloves wrought or imbrodered caps and purses, 
looking glasses, ven[etian ?] drincking glasses, curious pictures in stone, 
in wood, in wax or paynted, knives great and small exceedingly requested, 
stricking clocks, yf a jack to rost meate on I thinke he would like it or 
any toy of new invené6n though but for sight onely will please him, 
yf any coloured Bever hats or silke stockings for his woemen they will 
bee esteemed.” 

He also describes the presents which should be given to some of the 
nobility, and recommends sword-blades which will endure bending, 
“nothing is more esteemed,” knives, cases of bottles filled with strong 
waters, “and such like things.” [O. C., Vol. ii. No. 188.] 

It is curious to find that an English coach was among the presents 
sent by the Company to the Great Mogul. The coachman’s name 
sent over “ to bring their horses to that labour” [of drawing the coach, 
I presume] is recorded as William Hemsell; he was some time coach- 
man to Dr Farran and to the Bishop of Coventry and Lichfield. Sir 
Thomas Roe has given a curious account of the delight of the Great 
Mogul on receiving this and other presents. He says that at night 
the King got into the coach and had it drawn about; he also sent for a 
servant to tie.on his scarf and sword English fashion, “in which he tooke 
so greate pryde that he marched up and downe drawing yt and flourish- 
ing, and since hath never beene seene without yt.” [O.C., Vol. iii. 
No. 335-] ; 

The Company’s factors at Surat also write that 

“Itt wilbee expected by the nexte shippinge that thay bringe a 
present for the Kinge, and beeinge alltogether delighted in toyes that 
are strange, wee thinke itt fittinge yo" sende for him a small pare of 
orgaynes, havinge heere a skilfull muzition to play on them. Likewise 
a very fayre case of bottles filled with severall sortes of the best stronge 
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waters, two or three payre of rich knives, one or two payre of rich 
gloves, one or two fayre lookinge glasses, two fayre sworde blades, some 
fayre Pictures and jf you sende the King’s picture itt wilbee the more 
highly esteemed, two or three fayre spanniells and a fayre greyhounde or 
two.” [O.C., Vol. i. No. 102.] 

It is evident that these suggestions were duly attended to by the 
Committee of the East India Company in London, for we read ina 
letter from the same factor at Surat, to the Company’s factor at Agra: 

“Mr Edwardes brings with him a letter with other great presents 
from our King’s Majesty’s owne hand for the Mogull and not from the 
Marchants as heertofore and therfore to be respected hereafter. The 
presents are theise, a vest royall for the King himsealf with the pictures 
of our King and Queene alsoe he bringes one picture that wee thinke 
will content him above all, which is the picture of Tamberlaine from 
whence he derives himsealf besides many other fitt thinges elce to give 
as he shall se cause.” [O. C., Vol. ii. No. 170.] 

It will be remembered that Tamerlane flourished more than two 
centuries before the date of this letter. Who painted this portrait? 

John Sandcroft, a factor, certifies to the Company the safe arrival of 
“ 192 sword blades, a chest of lookeing glasses, a truncke of combe cases, 
divers pictures, and burneing glasses, beside the present, but the par- 
ticulers cannot advise.” [O. C., Vol. ii. No. 194.] And soon afterwards, 
in March, 1615, William Edwardes, who, we have segn, had but lately 
arrived as Lieger from the East India Company at the Great Mogul’s 
Court at Agra, writes to the Company as follows, in Feb., 1615 : 

“ At my first audience with the King after delivery of our King’s 
Ma™* letter and presents w™ were these, Our King, Qucene and 
Lady Elisabeth’s pictures, the rich cloake, the best case of botles, the 
great ebany framd looking glasse and the case of knives, all w™ the 
King esteemed much, espetially our Kings pickture and the rich cloake. 
The King seemd to me to speake out of sincere afection theise words, 
You are wellcome, your ships have donn me good service belowe, I am 
much afected to your King and will send bim my letter and picture and 
what else you shall advise me may give him best content and what- 
soever you would have me doe for you, let it be sett doune in wrighting 
and it shall be donn.” ([0.C., Vol. ii. No. 252.] 

Were these pictures of the King and Queen and Lady Elizabeth 
painted by Daniel Mytens? Is it known whether they are preserved? 

King James granted Mytens a pension of #50 per annum, on 
condition that he should “ faithfullie and diligently attend the service of 
us our heires and successors in the said art and skill of picture drawing ;” 
and that he should not “departe or goe out of this realme without 
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leave or warrant of us our heires or successors or of sixe or more of the 
Privie Councell”’ The Warrant is dated igth July, 1624. (Sign. 
Man. Vol. xvi. No. 46.] ; 

The following month Edwardes writes to Sir Thomas Smythe, the 
Governor of the East India Company, as follows : 

“T presented the Mogoll with your Wor" picture, which he esteemed 
so well for the workmanshipp that the day after he sent for all his 
paynters in publick to see the same, who did admyre it and confest 
that none of them could any thing neere imitate the same which 
makes him pryse it above all the rest and esteemes it for a jewell.” 
[O. C., Vol. ii. No. 219.] 

It is very much to be regretted that the artist who painted this 
picture is not named. Ina long list of things which Mocrob Chan, 
the Great Mogul’s chief minister, desired that his master might be 
furnished with from England, we find the items, “ Pictures in cloth not 
in wood,” to which Nich. Downton, General of the Fleet, has ap- 
pended a note, “ Pictors on cloath as you had made at London not as 
the French, which warpe, rent and break ;” to “cloth of arras wroughtt 
with pictures,’ Downton says, “cloath of arrise is very costly therfore 
I think best to make showe of difickcultie in the gatting therof unlese 
a litle, but tappistry insteed therof.” And again, to “ any figures of 
beasts, birds, or other similes made of glase, of hard plaster, of silver, 
brasse, wood, iron, stone or ivorye,” the General observes, “ figurs of 
divers beasts and ‘dogs in ston or plaster I have sene com from Frainck- 
ford, I think at Amsterdam may enoughe be had.” [O.C., Vol. ii. 
No. 183.] 

It seems, however, that the taste of the natives for the Fine Arts 
must have been confined to the Mogul’s Court, or, at any event, have 
been quite in its infancy at this period. The factors at Surat write 
to the Company that pictures “are not for sale here but for guiftes, 
therefore we wish no more to be sent.” [O. C., Vol. ii. No. 187, p. 17.] 
The Directors of the East India Company passed a resolution that 
among the commodities to be sent to India this year [1615] no pictures 
were to be included “ untill they may receyve intelligence from thence 
of what esteeme those are which have bene already sent.” [Court 
Book, E. I. C., Vol. iii. p. 485.] 

The Company received the required intelligence before the end of 
the year in a letter from their factor in Ajmere, who writes on the 20th 
March, 1615: 

“The Mogoll’s picture drawne in Eng. is nothinge lyke him, 
so will serve for noe use at all, the rest of the pictures brought up 
heather moste of them are gyven for presentts and the rest reserved for 
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lyke uses, dyvers have bene earnest to buye of them butt none have 
bene sould, wherefore if 5 or 6 dozen were apoynted for that purpose I 
thincke they would sell ; they maye be of sevrall sises, and beinge well 
wrought, those of France, Germanye, Flanders, &c., are fittest for 
thatt purpose, for they esteeme nott of the Ladyes pictures accordinge 
to there valewe, exceptt only for the rarytye of the workemanshippe so 
a few extraordynarye of them for presentts will suffyce, the rest maye 
be'of differentt fictyons, of feigned gods, historyes, gardens, Banquetts 
and the like with some two or thre hundreth prynted pictures.” He 
then goes on to say that there is daily inquiry for novelties and toys 
of new invention, and recommends to be sent “‘ some smale pictures 
paynted on brasse, cutt in brasse, of massye brasse of marbell, freestone, 
or woode curyously wrought, some fayre pictures in waxe covered with 
glasse.” - [O. C., Vol. ii. No. 270.] 

In the following year, in Oct., 1616, Sir Thomas Roe, the first 
accredited Ambassador from the King of Great Britain to the Great 
Mogul, writes, in reference to the commodities sent over to India, that 
“all the pictures will sell best here of any part in the world ; ” and in 
the same letter he includes in “‘ A Note of such things as 1 desier for 
presents and to content the King and Prince, part wherof shalbe sould 
as I fynd fitting— 

“ Fower dosen of knives, so they bee lardge and fayer wrought with 
amber, corall, gould or silver or inlayed with glasse. 

“The figure of the Lyon, the bucke, the grayhound, the bull, the 
horse, the Talbott, or if you have noe use of them, yow may send al 
mentioned in yours, provided they be well formed, good shapes, and 
undefaced. Such toyes will please well, for ordinary turnes, and the 
remayner will sell. 

“ Both the christall boxes, for one the King must needs have, another 
Normall, if they bee fayre, the neglect of her last yeare, I have felt 
heavely. 

“ The picture of Venus and a satyre, if it be excellent woorke, the 
price is great but if the art answer it not, it is here despised. 

“The picture of the faire ladie. 

“ The King’s picture.” [O. C., Vol. iv. No. 404.] 

Are these pictures preserved, and are the names of the artists known ? 
The Great Mogul himself had cultivated a probably natural taste 
for the Fine Arts. We read in a letter from the factor in Agra, 
dated Nov., 1616, that not only is the King the best paymaster in the 
country, but that he “desireth unheard of and rare things, but such as 
are either rich or full of cunninge, good art and woorke, which he can 
as well decerne from bad, as wee ourselves, and careth as little for thinges 
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of meane value and as is the Kinge soe are his subjects.” [O. C. Vol. 
iv. No. 409.] 

“ Pictures of war,” among other commodities, were sent by the East 
India Company to Japan in 1615; it was also resolved that “ some 
pictures should likewise be made ” for the Emperor of China. [Court 
Book, E. I. C., Vol. iii. p. 365, 549.] : 

I will conclude with an extract from a letter in which it appears 
that the wish of the East India Company to have “the whole man- 
ner of torturing the English at Amboyna” set forth in a table by a 
painter called Greenebury was not allowed by the Privy Council to be 
carried into effect; Thomas Locke writes in Feb., 1625, to Sir D. 
Carleton, King James the First’s Ambassador at the Hague, as follows : 

“The marchants of the East India Companie had sett a Painter 
called Greenebury on worke, to sett forth in a table the whole manner 
of torturing the English at Amboyna and the matter with all circum- 
stances should have bin acted in a playe verie shortlie, but the Duch 
ministers intimating the same to the Councell, fearing that it might bee 
the cause of some tumulte now at Shrovetide, the Lords tooke order 
for the staying of all, and the marchants and the Paynter were checked 
for their labors.” [Domestic Correspondence, Jac. I., Vol. clxxxiv. No. 
22.) “A true relation of the unjust, cruel, and barbarous proceedings 
against the English at Amboyna,” was at the time “ published by 
authority,” of which there are several editions in the British Museum. 
The earliest is dated 1624, others 1632, 1651, 1665, 1672, and 1688. 
A frontispiece is attached; it represents a man suspended to a square 
framework of wood by his arms and legs, which are stretched out and 
bound to the four corners; the lower part of his face, from his eyes to 
his throat, is covered with a cloth, loose at the nose and tight at the 
throat; a man is standing on a stool, pouring water into this cloth, 
while another man is applying a fire-brand to his arm-pits; two burning 
torches are being applied to the soles of his feet. Beneath are three 
figures, one of a man who has apparently undergone torture, another 
kneeling with his hands bound, while the third is about to decapitate 
him with a sword. The “ Advertisement to the Reader” in the edition 
of 1651, details the efforts made by the East India Company for redress, 
and proceeds thus,—“‘ The East India Company, seeing themselves 
obstructed in the prosecution, thought fit to preserve the memories of 
such a butchery, by getting the several tortures done at large in oyl, 
but the table was scarce sooner hung up, but the murderers began to 
fear it would bleed at the nose, so that Buckingham was appeased by 
another sacrifice, and the picture commanded to be taken down.” In 
all probability this was the picture painted by Greenbury, and spoken 
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of in Locke’s letter above. Was the engraving I have described taken 
from Greenbury’s picture? It has neither the name of the engraver 
nor the painter. It is somewhat singular that the frontispiece is not to 
the earlier editions which were published in King Charles I.’s reign, 
though it appears in all the subsequent ones. Js the original known to 
be in existence? The only printed account I find of Greenbury is in 
Walpole’s Anecdotes of Painters, who says he is mentioned in the 
catalogue of the King’s collection, for copying two pictures of Albert 
Durer, by the direction of the Earl of Arundel. The name of one 
“ Robert Greenberry,; picture drawer,”’ is included in a return dated 23rd 
Dec., 1628, from the Justices of the Peace for Westminster to the Privy 
Council, “of all recusants resident in West".” [Domestic Corre- 
spondence, Car. I., Vol. cxxiii. No. 12.] A Richard Greenbury con- 
tracted to supply the Chapel of Magdalen College, Oxford, with painted 
glass in 1632; and a Greenbury, but of what Christian name I know 
not, painted a portrait of the founder of the College in 1638. I think 
it more than probable that these artists refer to one and the same person. 
It is not uncommon to find a confusion of the names of Richard and 


Robert. 


I remain, Sir, your obedient servant, 


W. NoE. SaAInsBury. 


11, Kensington Crescent, W. 
November, 1863. 
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ANTIQUARIES AT SOMERSET HOUSE. 


XIII. PHILIP THE GOOD, Duke of Burgundy. Born at Dijon, 1396. 
Instituted the order of the Golden Fleece, in honour of his third marriage with 
Isabella of Portugal, January roth, 1430. Died at Bruges, 1467. 

A square picture. His face, very pale, and seen in three-quarters, 
turned to the right,* is entirely destitute of hair; his right hand holds 
a scroll of paper, and the left also is brought near it. 

He wears a very dark brown head-dress, like a turban, with a long 
piece of cloth hanging from it which falls in front of his right shoulder. 
The collar of the order of the Golden Fleece—not gilded, but coloured 
a deep reddish-yellow—descends from each side in two straight lines 
forming an angle, which is marked by the pendant fleece. There isa 
similar picture in Windsor Castle, the head of which was engraved by 
W. Hollar, 1667, in Ashmole’s “ Order of the Garter,” page 223. The 
action of the hands is slightly different from that of the picture at 
Somerset House. 

Painted on panel, measuring 11% in. by 8 in. 

Bequeathed to the Society in 1828, by the Rev. Thomas Kerrich, 
F.S.A., late principal Librarian to the University of Cambridge, and 
Fellow of Magdalen College. (See page 50 of Mr Albert Way’s excellent 
Catalogue of Antiquities, Coins, Pictures, and Miscellaneous curiosities 
in the possession of the Society of Antiquaries of London, 1847.) 

XIV. A very interesting portrait of a beardless youth, apparently a 
nobleman, in a very rich dress. It was designated by Mr Kerrich on a 


* In describing these pictures, I do not | picture. When describing the action of 
adopt the heraldic system of dexter and| particular figures in a painting, I use Ais 
sinister, but always mean by the right and| or Aer right or left with especial care, as 
left that of the spectator when viewing the | mistakes on this point may easily occur. 
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piece of paper pasted at the back of the picture, “ Bartolomeo Liviano 
d’Alviano.” There are still traces of old writing on the wood itself; 
but too much worn for any possibility of decipherment or restoration. 
The style of painting is very remarkable. It is dark and somewhat 
bluish in tone, combined with exquisite finish and a lightness of touch 
which can hardly be taken for Flemish, and yet the details have a re- 
markable solidity, betraying a Flemish influence. The material on which 
the picture is painted is not oak, but seemingly poplar, a wood much em- 
ployed by the Italians, and which, taken with the handling of the pencil,” 
lead me to infer that it is either the work of Antonello da Messina or of 
Rogier Vander W eyden, whose residence in Italy would naturally account 
for a combination of the two styles. Antonello died 1493. Vander 
Weyden died 1464. His beardless face is seen nearly in three-quarters, 
turned to the right, with the blue-grey eves fixed upon the spectator. 
His hair is light yellow-brown, broken into numerous small round curls. 
A richly enamelled ornament, decorated with four pansies, adorns the 
front of his black cap, which fits low down on the forehead, nearly 
touching his eyebrows, and forces the fine locks of his golden hair to 
curl up along the edge. The broad black bands of his white shirt are 
enriched with yellow patterns, originally gilded, in the fashion of Italian 
Renaissance, composed chiefly of the forms of vases, dolphins, caducei, 
and cornucopie. The blue and green of his richly-patterned damask 
mantle is heightened by transparent colour, or glazing, and the scarlet 
sleeve on his left arm is remarkably brilliant. The background of the 
picture is composed of a monotonous and very deep rich blue. 

Painted upon panel. Dimensions, 1 ft 5$in. by 11}in. (sight 
measure). 

Presented by the Rev. Thomas Kerrich. The date when he acquired 


2a 
it is marked in small letters in black ink at the side of the panel, M.C.c. 


1795. 
XV. KING HENRY V. Born, 1387. Won the field of Agincourt, 


1415. Married Catherine of France, 1420. Died at Bois de Vincennes, near Paris, 
1422. 

A profile, turned with the figure, which is seen to the elbow, 
entirely to the left. His left hand raised and open, as if address- 
ing some one. He wears a purple dress and crimson sleeve with 
a broad gold and jewelled collar, hanging over the shoulders. His 
crimson sleeve is slashed, and shows a golden lining, which extends from 
below the shoulder to the elbow. His hair is cropped very close, and of 
a deep brown colour. The face is quite bare, and the back of the head 
behind the ear appears also to have been shaven, according to the old 
Norman fashion, seen in the Bayeux tapestry. There is a similar 

VOL. IL. 21 
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picture in the Royal collection at Windsor Castle; but the right hand 
is more raised and turned, so as to display the back of it with three 
large rings on the fingers; the left also is introduced, with the fingers 
bent, as if resting on a ledge in front of the picture. Another and 
very similar picture, on panel, was presented to the British Museum by 
Dr Gifford. The Windsor portrait, when ‘at Kensington Palace, was 
engraved by Greatbatch, as a frontispiece to Endell Tyler’s Life of 
Henry V., whilst the engraving done by Vertue for Rapin and Tindal’s 
‘History of England, was considerably altered from the original by the 
introduction of a cap and crown on the head, and by the addition of the 
orb and cross in his left hand. The small vignette head of the same 
monarch, engraved in Sandford’s Genealogical History of England, 
page 265, was apparently taken from the picture now at Windsor, and 
also modified by the addition of a crown and the introduction of a 
sword grasped by his right hand. 

Painted upon panel. Dimensions. 1 ft 4} in. by 1 ft 9$ in. 

XVI. KING HENRY VI. Born at Windsor, 1421. Married at Nancy, 
to Margaret, daughter of King René, of Anjou, 1444. Died in the Tower of 
London, 1472. 

A smal] square picture with a scarlet background. The figure, 
very ill-proportioned, is seen to the elbows, and turned towards 
the left; his face, seen in three-quarters, both turned towards and 
looking to the left. His hands are joined before him. He wears a 
black cap; the face is beardless and rather ruddy, with neck bare. His 
dress is blue, trimmed with white fur, the sleeves pink with white at the 
wrists. He wears a golden collar of S.S., having a cross of the same 
pendant. 

‘This picture was copied in lithography for the Paston Letters, vol. 
v., page 5. “T. Kerrich del., January, 1822.” Similar pictures are 
preserved in Windsor Castle and the British Museum. The former, 
whilst at Kensington Palace, was accurately drawn and engraved by 
G. Vertue for Rapin and Tindal’s History of England. This same type 
is traceable in the small vignette of Henry VI., on page 265 of Sand- 
ford’s Genealogical History of England, An arched crown and sceptre 
have been added in the vignette. 

Painted on panel. Dimensions, 1 ft } in. by 9§ in. 

Bequeathed in 1828, by the Rev. Thomas Kerrich, F.S.A., &c. This 
picture has been recently cleaned with much care by Mr Henry Merritt. 

XVII. KING EDWARD IV. Born at Rouen, 1441. Crowned at 
Westminster, June, 1461. Married the Lady Elizabeth Grey, daughter of Sir 
Richard Woodville, 1464. Died at Westminster, 1483. 

A square picture, the size of life, with a dark green background. The 
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figure is seen to the elbows, turned slightly towards the right. He 
wears a black cap with a red-and-silver rosette, having three small 
pearls pendant from it, at the side over his right temple. The turn of 
the head, partly thrown backwards from the spectator, is remarkably 
graceful, and shows a freedom of art which is very rare in portraiture 
of this period. Five horizontal rows of round pearls cross the front of 
his black undervest, and from the centre of each row hangs a circular gold 
locket, the upper one having a lozenge-cut black stone in the centre. 
His shoulders are covered with a handsome yellow brocaded dress, 
ornamented with rich flowing patterns; but no gilding whatever is 
observable. The hands, very delicately drawn, are employed in fitting a 
ring on to the forefinger of the left hand. 

His hair is long and gracefully flowing ; the colour of the eyes dark 
brown. His face, as usual in his authentic portraits, perfectly smooth and 
beardless. A similar portrait, but on a larger scale, is in the Royal collec- 
tion at Windsor Castle. The action of the hands is somewhat different, 
as he there appears to be fitting the ring on to the first finger of bis 
left hand. There is also no ornament observable on the side of his 
bonnet. Vertue has engraved the Windsor picture for Rapin and 
Tindal’s History of England. 

Painted on panel. Dimensions, 1 ft 1} in. by 1 ft 7} in. 

XVIII. KING EDWARD IV. A small picture, with an arched 
top. The costume and turn of the figure are nearly the same as in the 
preceding picture, with the exception of the proportions, which in this 
are more clumsy, and the hands being differently occupied. A white 
rose is held upright between the first and second fingers of his right 
hand, and a ring appears on the third finger. The fingers of the other 
hand rest on the ledge in front of the picture. The colour of his hair 
is a very deep chesnut-brown. His mantle is gilded and covered with 
a rich pattern in gold lines. The eyeballs are of a paler colour than in 
the preceding picture. 

Painted on panel, which is all of one piece with the arched frame. 
Along the lower surface of the frame is inscrgbed 


“ Boiwary’ Rex quart’.” 

Dimensions, 73 in. by 1 ft 4 in. 

Bequeathed by the Rev. Thomas Kerrich, F.S.A., 1828. This 
picture was engraved, in a mixed style, for vol. iv. of the Paston 
Letters, by T. Cook, from a drawing by Mr Kerrich, 1788. It was also 
engraved by Holl for the third Series of Original Letters, edited by 
Sir Henry Ellis, vol. i. 

XIX. MARGARET OF YORK, third wife of Charles the Bold of Bur- 


21 * 
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gundy, and sister to King Edward IV. of England. Daughter of Richard, Duke of 
York, and Cecily Nevile, daughter of the Earl of Westmoreland. Married, 1468, to 
Charles, the last Duke of Burgundy, of the French line. Became a widow, 1477, 
stood godmother to the Emperor Charles V., 1500, and died at Malines, 1503. 

A curious picture, life size, to the shoulders. The background is 
black, and her face is seen in three-quarters, lighted from the left side. 
The shadows are powerful and very well massed. This picture was 
probably painted by Hugo Vander Goes, a Flemish artist, born at 
Ghent, who is recorded to have been employed upon the decorations 
for Margaret’s wedding. His long experience and practice, both as a 
decorator and painter of historical subjects on walls, as well in Italy as 
in his own country, will satisfactorily account for the force and large- 
ness of style which distinguish this picture. The lady’s hair is entirely 
concealed under her high black head-dress, which is partly covered by a 
gauze veil, a portion of which falls over her right shoulder. Her dress 
is red, with a broad brown border adjoining the neck. A small gold chain, 
composed of square links, hangs in front from the shoulders, with a large 
black jewel in the centre, and round her neck is a broad flat collar made 
of gold, divided at intervals by three compact rows of pearls forming 
squares. Her complexion is fair, the eyes dark, lips red, and the eye- 
brows very much arched. There is no gold upon the picture. On 
the flat surface of the square light-brown frame are the following 
lines, one above and the other below, in gold letters :— 


MARGAR, DE IORC: 3. VXOR 
CAROLI, DVCIS. BOVRGON, 


Painted on oak panel. Dimensions, 1 ft 5 in. by 1 ft 3 in. 

From the collection of the Rev. Thomas Kerrich, F.S.A. Engraved 
in a mixed style in the Paston Letters, vol. v., page 115, by Facius, 1804, 
T. Kerrich, del. Published by wat Richardson, 1804, York House, 
Strand. “ws, \. Way Udi’ wt «|. 

XX. KING RICHARD IIL. Born at Fotheringay Castle, 1452. Crowned, 
1483, and slain at Bosworth Field, 1485. 

A small picture with an arched top. He is‘seen to the elbows, turned 
towards the left, with the face and eyes also in the same direction. He 
wears a black cap, enriched with a gold ornament over his left temple, and 
seems to be looking earnestly forward, as he plays with a ring on the third 
finger of his left hand. The light comes in from the left side, and the 
shadows on the features are decided and well massed. The general tone is 
brown. He wears a gold damask robe with a crimson under-garment ; 
having a large jewelled collar or chain of gold over all. His eyes are pale 
grey, and the expression of the countenance stern ; the lips are very thin 
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and compressed. The frame, which corresponds with that of No. XVIIL., 
is inscribed on the lower surface : 


Richardy® Rex tertius. 


Painted on panel. Dimensions, 1 ft 4in. by 8 in. 

Bequeathed to the Society by the Rev. Thomas Kerrich, F.S.A., in 
1828. It was lithographed by Mr Kerrich himself in 1821, for vol. 
v. of the Paston Letters, page 303. An engraving of this portrait 
has been given by Sir Henry Ellis, in vol. ii. of the third series of his 
Original Letters. It was also engraved by B. Holl in a mixed style, as 
the frontispiece to Jesse’s Memoirs of King Richard III., 1862. 

XXI. A larger portrait, said also to represent King Richard IIL., is 
a curious picture, but the countenance verges strongly upon caricature. 
It is, however, in some parts obliterated. This figure, like the preceding, 
is turned towards the left, and the head looks upwards and forward in 
the same direction. The face also is beardless, with long dark chesnut 
hair, hanging on each side from a plain black cap. Both hands are 
seen ; the right raised holding a sword in front of his left shoulder. 
The front of his dress is covered with dark brown fur; the sleeves 
crimson and gold. His undervest is gold, patterned with short black 
strokes or stitches arranged in vertical lines. His sword is silvered half- 
way up the length of the blade, the rest is black, giving the appearance 
of the sword being broken. The background is a very dark brown. 
The light is admitted on to the face from the left, as in the preceding 
picture. 

Painted on panel. Dimensions, 1 ft 7 in. by 1 ft 2 in. 

This picture came into the possession of Mr Kerrich in 1783. 

XXII. KING HENRY VII. son of the Earl of Richmond and Mar- 
garet Beaufort, daughter of the Duke of Somerset. Born in Pembroke Castle, about 
1455, and educated at Eton College. Won the crown at the Battle of Bosworth Field 
in 1485, and in the following year married the Lady Elizabeth of York. Died, 1509. 

A small picture in a square frame, having an arch with cusps and 
spandrils painted and gilded on the flat upper surface of the picture so 
as to appear part of the frame itself. The figure is seen to the elbows, 
turned towards the right, wearing a black cap with gold medallion, en- 
circled with white roses, each having a red centre, and three large pearls 
hanging from it, over his right temple. His hair is darker in this than 
in the following pictures. He wears a black stole, lined with purple, 
round his neck. His robe is crimson, slashed on the sleeve so as to dis- 
play a golden under-garment. In his right hand he holds a red rose, one 
green leaf being attached to the stalk, and the fingers of his other hand 
just appear resting on the ledge in front of the picture. The back- 
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ground is of a dark olive-brown colour. The collar, which is suspended 
across his breast and passes under the stole and outer robe, composed of 
rose-like ornaments and knots placed alternately, is very remarkable. 
(See Archzologia, vol. xxxix., page 267.) 

There is no inscription on the lower part of the frame, which, as 
some of the preceding, is of one piece of wood with the picture itself. 


T.K. 
It is‘marked at the back M.C.C. The frame is of precisely the same 


1792. 
moulding as the rest of the small-arched series, this alone being 
square. Bequcathed by the Rev. Thomas Kerrich, F.S.A., in 1828. 

Dimensions, 1 ft 3 in. by 9} in. (sight measure). 

XXIII. KING HENRY VII. A small, faint, and much obliterated 
picture, similar in attitude, direction of the figure, and costume, to the 
preceding. He likewise holds a red rose in his right hand. His long 
hair here is white. His robe is pale crimson. 

Painted on panel. Dimensions, 1 ft 2 in. by 10$ in. 

XXIV. KING HENRY VII. A large picture, life size, to below 
the waist ; figure turned somewhat to the right. Eyes fixed on spectator. 
The hair is long and silvery. Black cap with medallion in it. The 
under-garment crimson, and a yellow mantle over the shoulders, with a 
black stole hanging from the neck, on each side in front. The hands 
are not seen. A massive collar or chain passes across the chest between 
the stole and the ermine borders of his outer dress. No gilding on the 
picture. The complexion is clear. The shadows are strong, of a brown 
tinge, and remarkably well massed, the light being admitted from the 
right. A similar picture is at Eton College. 

Painted on panel. Dimensions, 1 ft 1o$ in. by 1 ft 54 in. 

Presented to the Society by Dr Richard Rawlinson, 1753. 

XXV. KING HENRY VII. A duplicate of the preceding. It was 
much damaged, but has lately been cleaned and repaired with great care 
by Mr Henry Merritt. The back of the picture also was parquetted, 
or protected from warping or splitting by the addition of cross-pieces 
of wood. 

Painted on panel. Dimensions, 1 ft 1o in. by 1 ft 5 in. 

Bequeathed by Philip Hammersley Leathes, Esq., F:S.A., 1838. 

XXVI. MARY OF AUSTRIA, sister of the Emperor Charles V., Daughter 
of Philip le Bel of Austria and Joanna, Heiress of the Spanish Monarchy. Born at 
Brussels, 1505. Married to Louis II., King of Hungary and Bohemia. After his 
death, in 1526, she vowed to lead a life of perpetual widowhood. Her brother appointed 


her Governess of the Netherlands from 1530 to 1555. Died in Spain, 1558. The 
town of Marienbourg, in Ardennes, was founded in honour of her name. 


A square bright picture with a turquoise-blue background. Her 
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figure, smaller than life, is seen, half length, seated to the left, and 
her face turned three-quarters, looking in the same direction. She 
wears a very broad flat round crimson hat, elaborately bordered with 
pearls and golden ornaments. Her red sleeves are large and full; the 
hands locked together in front a little below the girdle of her dress, 
which is of a deep brownish-red colour, faced and bordered with broad 
patterned surface of gold. The workmanship of this part of her 
costume is rather peculiar. The flat surface of gold has been furrowed 
with deep lines cut into it, forming a pattern of pomegranates and the 
well-known pine-apple device ; and these again have been filled in with 
bright crimson colour, producing a pleasing effect of sharp red lines. 
Her face is very pleasing, notwithstanding the full and unmistakeable 
Austrian lip. Her complexion is fair, and the rich brown hair is gathered 
at the back of the head under a brown and gold network. The top 
of her dress, at the back of her neck and on each side, towards the 
shoulders, presents a large mass of solid black. Along the upper part 
of the blue ground is inscribed in golden letters ; 


. MARIA * REGINA. 
* 1520 Anno Etatis. 14. 


Painted on vellum stretched on panel. Dimensions, 1 ft 6} in. by 
1 ft 13 in. (sight measure). This picture must originally have been as 
brilliant as any of the illuminated paintings found-in the richest manu- 
scripts. Paintings on a small scale were occasionally executed at this 
period upon fine leather fastened upon board. This picture has been 
recently restored by Mr H. Merritt. 

Bequeathed, in 1828, by the Rev. Thomas Kerrich, F.S.A. 

XXVII. FERDINAND THE CATHOLIC, King of Spain, grand- 
father of the Emperor Charles V. Born at Sos, in Arragon, 1452. Married Isabella 
of Castile, 1469. Succeeded his father as King of Arragon, 1479. Drove the Moors 


out of Spain, 1492. Patron of Columbus, who returned from his first voyage in 1493. 
Ferdinand died at Madrigalejo, near Truxillo, January, 1516. 


A small portrait in gilt frame with arched top, similar to No. XX. 
Seen to the elbows, the figure turned to the left, and the face, in three- 
quarters, looking in the same direction. He wears a plain black cap 
over his very dark long hair. His face is smooth, round, and fat, with 
slight indications of the roots of a beard around the mouth. The 
undervest is black with a white frilled shirt above it. His robe, covering 
the sleeves also, is gold with richly patterned black lines. The folds of 
this garment are shaded with a transparent brown tint. His right hand 
is introduced in one corner with the fingers bent as if to hold a flower 
which the artist neglected to introduce or which has disappeared. The 
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other hand supports the edge of his brocaded dress. A gold and 
jewelled cross hangs on his breast by a scarlet cord. The background 
is crimson. It is inscribed, on the lower surface of the gold frame, in 
black letters : 


“Fernandus hispanie rez.” 


A similar picture, of a square shape, is at Windsor Castle, but the 
hands are not introduced, and the dress altogether is plainer. In lieu 
of the golden cross hanging by the fine red cord, he wears a long golden 
chain composed of numerous round links, 

Painted on panel, being of one piece of oak with the frame. Dimen- 
sions, 1 ft fin. by 8 in. 

Bequeathed by the Rev. Thomas Kerrich, F.S.A., in 1828. 

XXVIII. LOUIS XII., KING OF FRANCE, called “le Pére du 
peuple.” Born at Blois, 1462. Succeeded Charles VIII., 1498. Married Anne of 
Brittany, widow of his predecessor, 1499. Conquered successively various states of 


Italy. Married a third wife, Mary, daughter of Henry VII. of England, 1514, and 
died the following year. 


A breast-portrait, the head being rather large in proportion to the size 
of the frame. The face is seen in three-quarters, turned and looking to 
the left. The light is admitted from the left, and the details of the counte- 
nance are carefully modelled. A large golden medallion is affixed to 
his black cap, above his left eye, with a black string, belonging to the 
cap, passing across the centre of it. On this medallion appears the 
Virgin, holding the infant Saviour, between two saints on a red ground. 
His dress is gold brocade, with a pale crimson mantle, bordered with fur, 
over his shoulders. Between his white shirt and the brocaded dress 
passes a broad black ribbon. A small medallion, with the standing 
figure of St Michael subduing the dragon, hangs on his breast from 
the usual collar of the order, composed of gold knots and scallop-shells. 
The fingers of his left hand are partially seen, with the thumb very 
prominent at the lower part of the picture. The background is very 
deep blue-green. 

A similar picture is at Windsor Castle, excepting that it is square 
in shape, and the hand is entirely omitted ; less also of the body being 
seen. Inscribed in black letters on the front of the gilt-arched frame: 


“LE ROY LOYS.” 


Painted on panel. Dimensions, 1 ft in. by 8 in. 
Bequeathed, 1828, by the Rev. Thomas Kerrich, F.S.A. 
XXIX. FRANCIS I., KING OF FRANCE. Born at Cognac, 1494. 


Succeeded Louis XII., 1515. The contemporary of the Emperor Charles V. and 
Henry VIII. of England. Married the Princess Claude, daughter of Louis XII. and 
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Anne of Brittany, 1514. Taken prisoner at the Battle of Pavia, February 24th, 1525, 
and carried into Spain. Married Eleonora, sister of the Emperor Charles V., 1530. 
Died at Rambouillet, March 31st, 1547. 


An interesting and youthful portrait of this monarch, in a 
similar gilt and arched frame to the preceding. His figure is 
turned to the right; his beardless face is seen in three-quarters. 
The right side being in deep shadow gives additional prominence to 
his long nose. His black cap is ornamented with a gold medal- 
lion above his right eye, having a standing figure in the centre, 
and four smaller medallions, each between four golden tags placed 
saltirewise, ranged on a line with the large one. The cap has a small 
peak at the top, which gives it a somewhat turban-like appearance. 
His under-dress is gold with a line of white shirt and a gold edging 
upon the neck. The mantle is crimson with a broad edging of brown 
fur. A fleur-de-lis of gold, enriched with stones and pearls, is suspended 
round his neck by a black string; below this he wears a gold cross, 
attached to a large collar composed of gold circlets and double fleurs- 
de-lis. He holds his right hand forward as if addressing some one, and 
rests the left on a small gilt ball, apparently the upper part of the 
pomel of his sword. The background is dark green, ornamented with 
a rich diaper pattern. On the front of the gilt frame is inscribed in a 
careless manner, with brown letters, 


“FRAUCICVS I REX FRAUCORX.” 


Painted on panel, which, like the other pictures of the series, is of 
one piece with the frame. Dimensions, 1ft 2in. by 8fin. It is 


ae 
marked on the back in black ink, = 


1767. 

Bequeathed, 1828, by the Rev. Thomes Kerrich, F.S.A. 

XXX. FREDERIC I., KING OF DENMARK. Sonof Christian, 
Count of Oldenburg, elected King of Denmark and Norway, and of Dorothy of 
Brandenburg. Born, 1477. Became Duke of Schleswig and Holstein, 1481 ; ascended 
the throne of Denmark on the deposition of his nephew, Christian II., 1523. His first 
wife, married in 1500, was Anne of Brandenberg; his second, married 1518, was 
Sophia, daughter of the Duke of Pomerania. He died 1533, aged 56, having reigned 
10 years. 

A small picture with arched top, like the preceding. There isa peculiar 
style about this personage. The figure is seen to below the waist, 
turned towards the left. He wears long dark brown hair, with a 
remarkable line of hair round the edge of his cheek and continued 
under the chin. He has but faint indications of moustaches, and the 
chin itself is quite smooth. There is a Chinese expression about his 
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small dark eyes, and he wears his black cap carelessly, having it so low 
down on one side as partly to cover his right eyebrow. A golden 
ornament is attached to the other side of the cap. His under-dress is 
black, and the mantle of gold is covered with a rich crimson pattern. 
It is faced in front with a broad extent of dark brown fur, and he wears 
cuffs of the same. The right hand alone is seen, having a ring upon 
the thumb, holding a pink, the well-known flower, between the fore- 
finger and the thumb. A curious collar passes from shoulder to 
shoulder. It is composed of red jewels, with four oak leaves springing 
from them, placed alternately with single pearls. The background is 
of a dark emerald-green colour. It is inscribed in black letters on the 
lower part of the gold frame: 


* LE * ROY * DE* DENEMARGVE. 


Unfortunately the Christian name is not specified ; but Mr Way in his 
catalogue, page 52, ascribes this portrait to Christian III. (1533—1559). 
I find however on reference to a collection of engraved portraits of 
Danish monarchs by Haelwegh, 1646, judging by the countenance and 
by the peculiarity of the line of hair passing down the edge of the cheek 
and under the chin, that it could be no other than Frederic I. The 
stern and bearded face of Christian II. is well known, and the counten- 
ance of Christian III., son and successor of Frederic, was very different, 
who wore both beard and moustaches, and his face was not very unlike 
that of Philip II. of Spain. The style of costume in this picture would 
also accord very well with that of Frederic, born in 1477, and a contem- 
porary of Ferdinand the Catholic. This discovery has also tended to 
throw light upon a matter of portraiture about which I have for a long 
while felt great uncertainty. A picture, said to represent King Edward 
IV. of England, was sold in 1855, in the Collection of Mr Bernal (No. 
936 of the catalogue), and purchased by the Duke of Newcastle, for 
the sum of #157 10s. It professed to represent Edward IV., a Yorkist, 
notwithstanding that a red rose was in his hand. The style moreover 
both of his mantle and bonnet belong to a somewhat later date than 
1483. The hair also had a strange peculiarity. No other portrait of 
Edward IV., or indeed any portrait of this century, as far as I know, 
exhibited such a growth of hair round the outside of the face as that 
seen in the Bernal picture. But the portrait now found in the series of 
Danish Kings and the picture in the collection of the Society of 
Antiquaries correspond so perfectly on these points as to show conclu- 
sively that the interesting Bernal picture, valuable from its evident truth- 
fulness both for portraiture and for costume, and now preserved at 
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Clumber Park, does not represent the English voluptuary, but a Danish 
monarch contemporary with our own King Henry VII. and Prince 
Arthur the first husband of Catherine of Arragon. 

The picture is painted on oak panel composed of one piece with the 
frame, as in the preceding portrait. Dimensions, 1 ft 4in. by 73 in. 

Bequeathed ‘by the Rev. Thomas Kerrich, F.S.A., 1828. He seems 
to have acquired this with the rest of the series in 1787. 

XXXI. CHARLEMAGNE. A curious picture, purporting to re- 
present the Great Emperor, under the form of a swarthy and mean-look- 
ing personage. He wears a crimson and brown furred bonnet and a gold 
brocaded mantle with a broad ermine collar, fastened by a gold button 
in front of his neck. His complexion is very brown and the beard and 
hair very dark. A flat circular gold nimbus encircles his head. He 
looks upwards, and the face, nearly in profile, is turned with the figure 
towards the left. The greater part of the countenance is in shadow, 
the light coming in rather from behind on the left. The background 
is black. Part of his left hand appears in the left-hand corner, as if 
resting on the ledge in front of the picture. There is no ring upon the 
fingers. Jt is inscribed on the lower part of the frame, 


CHARLE AINGNE. 


Painted on oak panel, which is, as in the preceding picture, of one 
piece with the arched frame. Dimensions, 1 ft 4 in. by 8in. Bequeathed 
in 1828 by the Rev. Thomas Kerrich, F.S.A. He appears also to have 
acquired it in 1787. 

This picture affords a valuable illustration of a curious entry in 
the catalogue of pictures belonging to King Charles I., taken probably 
in 1635, and published by Bathoe, from a transcript by Vertue, 1757. 
It runs thus: “No. 52. Item, a white hall piece. The twentieth 
being Carolus Magnus, in a furred cap, with a glory about his head.” 

The size of this picture is not stated, and it is remarkable as being 
the only one omitted. The others belonging to this series vary in dimen- 
sions from 1 ft by 8 in. to gin. by 54 in. 

XXXII. S, DE RAVESTEIN. This portrait presents several diffi- 
culties. Itis merely inscribed on the frame, which corresponds in form 
and size with the preceding ones, 


MONSOVR DE RAVESTEIN. 


As all the rest of the pictures belonging to this series represent poten- 
tates, and all of them persons of great historical importance, I am un- 
willing to suppose that this portrait can be an exception. I therefore 
cannot concur in the opinion quoted by Mr Albert Way, page 52, 
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that this portrait represents “ Judocus Ravesteyn, an eminent Flemish 
Theologian, one of the defenders of the Council of Trent, who died 
A.D. 1570.” The costume alone would suffice to show it to be 
of an earlier period. I am rather disposed to attribute the subject to one 
of the Lords of Ravestein connected with the Dukedom of Cleves. 

The portrait of Adolphe of Ravestein, 1425—1492, is well known, 
but he had received the order of the Golden Fleece, a distinction not 
observable in this picture; moreover, he did not acquire the Lordship of 
Ravestein till some time after he had been decorated with this order. 
The latter was bestowed upon him in 1456, and he obtained Ravestein 
from his brother John, 2nd Duke of Cleves, in 1463. 

It is probably Adolphe, the son of John, 3rd Duke, born January 
23rd, 1498, and who died unmarried in Spain, 1528, aged 30. 

There is a very fine portrait in the collection of the Duke of Suther- 
land, at Stafford House, painted in tempera, and inscribed PHILIPEs* 
DE ‘CLEVES ‘8" DE* RAVESTEIN. He was the son of the Adolphe, Knight 
of the Golden Fleece, above mentioned, and died also in 1528. But his 
face and general appearance differ entirely from the picture at Somerset 
House, whilst a great resemblance exists, and may be accepted as a 
family likeness, between this at Somerset House and the engraved 
portrait of Adolphe wearing the Golden Fleece. 

This portrait, in an arched frame like the rest of the series, repre- 
sents a young man with smooth round face and dark eyes, wearing a 
black cap having a gold medallion on it; his hair is long and dark. 
He wears a dark red-brown dress with gilt edging, brown sleeves, and a 
circular gold ornament suspended by a gold chain round his neck with 
a single pearl pendant from it. His face is seen in three-quarters, look- 
ing towards the left. His hands are brought together in front of the 
picture, his left hand holding a scroll. There are two rings on the 
fingers of the right. The general expression of the countenance is 
powerful and the face very handsome. The background is quite dark. 

Dimensions, 1 ft in. by 73 in. 

Bequeathed 1828, by the Rev. Thomas Kerrich, F.S.A., who had 
acquired it in 1787. 

XXXIII. S'DE NASSAU. I follow the opinion‘of Mr Albert 
Way that this portrait most probably represents Henry, Count of 
Nassau, governor of Brabant and general of the Imperial forces. He 
was born January, 1483. Created Knight of the Golden Fleece, 
December, 1505, and died September 14th, 1538. He is represented 
nearly half length, the figure turned to the left, and the face, beardless, 
seen in three-quarters, looking in the same direction. He wears a plain 
black cap with a gold ornament exactly in front. The badge of the 
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Golden Fleece is suspended from the upper edge of his dark brown dress. 
Below this appears a cross. He holds a red book in his left hand, and 
the fingers of his right appear, in part, over the ledge in front of the 


picture. It is inscribed in black letters upon the lower part of the gold 
arched frame, 


MONSOVR -: DE: NASSOV. 


Painted on oak panel, of one piece with the frame. Dimensions, 
1 ft in. by 7} in. 

Bequeathed in 1828, by the Rev. Thomas Kerrich, F.S.A., who had 
acquired it in 1787. 

XXXIV. Portrait of a dignified personage, leaning on a cushion, 
said to represent King Henry VIII. in advanced life. He wears a cap 
and feather, a furred robe, the sleeves puffed and slashed; the under- 
dress scarlet. Half length, with a light green background. I do not 
find any of the usual insignia which characterize the portraits of 
Henry VIII., and I cannot see in this picture anything to distinguish it 
from numerous other representations of state noblemen of the same 
period. The figure is turned to the nght, and rests both his hands on the 
cushion. Very probably a German personage of distinction. 

Painted on square panel. Dimensions, 1 ft 33 in. by 114 in. 

Bequeathed by the Rev. Thomas Kerrich, F.S.A., in 1828. 

XXXV. A similar portrait, both in attitude and costume, excepting 
that the under-dress here appears to be of cloth of gold, and the back- 
ground is very dark, This is likewise denominated King Henry VIII., 
and is open to the samé objections as the preceding. 

Painted on square panel. Dimensions, 1 ft 64 in. by 1 ft 14 in. 

Bequeathed in 1828 by the Rev. Thomas Kerrich, F.S.A. He 
had purchased it in 1781. 

XXXVI. Portrait of a lady of the court of Henry VIII. Entitled, 
without any satisfactory grounds, “Queen Jane Seymour.” She wears 
the five-cornered English hood, with black veil hanging behind. Her 
dress is cloth of gold with dark sleeves slashed with white. Her figure 
is turned towards the left, and both hands joined in front. Background 
very dark. 

Painted on square panel. Dimensions, 1 ft 44 in. by 1 ft 2} in. 

Bequeathed by the Rev. Thomas Kerrich, F.S.A., in 1828, by whom 
it was purchased in 1781. 

XXXVII. QUEEN MARY (painted by Lucas de Here, 1554). 
Born at Greenwich, February, 1516. Ascended the throne, 1553. Married at Win- 


chester, July 20th, 1554, to Philip of Spain, son of the Emperor Charles V. Died at 
St James’s Palace, November 17th, 1558. 
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This is a very remarkable picture both as a portrait and as the work 
of a well-known painter. It is the largest signed picture that I have 
met with by the hand of Lucas de Here. 

The Queen is represented standing, nearly facing the spectator, the 
head somewhat turned towards the left. Her eyes are fixed on the 
spectator. Her figure is seen to the knees. She wears the French hood 
upon her head. Her rich dress fits close to the body and shoulders, 
having large masses of brown fur at the elbows, as seen in most of her 
portraits of this period. The dress also opens at the neck into a wide 
spread collar, as in the portraits at Windsor Castle, and the celebrated 
small picture, representing her in an apartment with Philip II., at 
Woburn Abbey. Her dress is brown with a yellow pattern on it, with 
a handsome enamelled jewel on her breast, and a large pearl hanging 
from it. Another, attached by a cord, is pendant from the waist. Her 
hands are folded over one another in front of the girdle. There are six 
rings on her fingers, all of which have black stones set in gold, and cor- 
respond with others on her sleeve and neck. The words “ Dieu et mon 
Droit” are traceable on the side of the pendant jewel. The features 
are delicately modelled and shaded with a leaden grey and a sometimes 
purplish hue, which characterize all the authentic and well-preserved 
portraits of this artist, who in these respects closely resembles Janet, the 
French court painter. The marks of a bold and careless outline in 
blacklead is traceable below many parts of the picture. 

The background represents a surface of dull crimson velvet squared, 
with the marks or indentation of former foldings upon it, as frequently 
introduced in pictures of this period. The picture is painted upon a 
coating of gesso or pure white plaster of Paris, which serves as a priming 
upon the board. 

The fingers of her left hand seem to have been badly restored, and 
the cord to have originally passed over them. The signature of the 
artist, in the lower left-hand corner, is thus painted in brown upon a 
stone ground : 


HY 
1554 
Painted upon square oak panel, composed of three planks joined 
vertically. Dimensions, 3 ft 4}in. by 2 ft 6 in. (sight measure). 

’ Bequeathed by the Rev. Thomas Kerrich, F.S.A., in 1828. It was 
said to have come from Kensington Palace. There is, however, no mark 
or brand on the back of the picture, such as usually distinguishes those 
which have belonged to the Royal collection. Sir Frederick Madden, 
in his “ Privy Purse Expences of the Princess Mary,” page clxxvi, 
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mentions this picture, and adds, it was “ Bought by Mr K. in 1800, 
from the collection of Mr Smith, of Boston, co. Lincoln. Reported 
to have been once at Kensington Palace.” 

XXXVIII. JAN SCHOOREL THE PAINTER. Schoorel, thus 
called from his birthplace, was born August 1st, 1495. He was’ painter, poet, and 
musician, and studied under several masters, the last of whom was Albert Diirer. He 
made a pilgrimage to Palestine, and died at Utrecht, December, 1562. 

A bust portrait, the size of life, painted by his pupil, Sir Antonio 
More, in 1560, on a circular piece of wood. He appears aged, his 
complexion is ruddy, with short dark hair and no beard. His face 
is seen in three-quarters turned to the right. The light admitted from 
the left. He wears a black gown with broad trimming of brown fur, 
and a small white frill appears round his chin. The figure is cut off by 
a straight line, below which—as in the exergue of a medal—is the fol- 
lowing inscription in black letters on a brown ground. 


ANT. Morvs Pur’. Hisp. Recis pict 


Io*SCORELIO PICTORIS 
A° MD LX. 


The material on which the picture is painted is not oak. The panel 
has been joined down the middle and backed with a strip of coarse 
canvas. The painting has suffered much from rough handling, and 
very little of the original surface now remains. 

Diameter, 1 ft 10in. Dr Waagen, in his Treasures of Art, vol. ii. 
page 327, mentions this picture as an excellent portrait, and infers from 
the inscription that it was painted by the artist as a sign of respect for 
his master. 

Bequeathed, 1828, by the Rev. Thomas Kerrich, F.S.A. 

XXXIX. A small circular portrait of a gentleman in a close-fitting 
black dress, curiously guarded with silver lace, a small ruff and ruffles, 
a red beard, and a jewelled ring hanging by a black ribbon around his 
neck, a sword and dagger. He rests his right hand on his hip. On the 
left side of the figure is inscribed: ANNO DNI 

1558. 
and on the other side 2TA* SVE 45. 
Round the black frame is the following distich in gold letters : 


MATE* QVZ QVONDAM’ NVC EST FORTVNA NOVERCA : 
SED DEVS EST IDEM QVI FVIT ANTE MEVS 


There are no signs of abbreviation, but two of the words in the 
first line are quoted in full as MATER and NUNC, in vol. xxii, page 450 
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of the Archxologia. Diameter, 6gin. In a black circular frame. 
Bequeathed, 1828, by the Rev. Thomas Kerrich, F.S.A. 

XL. WILLIAM POWLETT, FIRST MARQUESS OF WIN-: 
CHESTER. Born, 1475. Appointed Master of the Court of Wards, 1540. 
Elected Knight of the Garter, 1541. Became Lord High Treasurer of England, 
1549. Died, 1572. 

A curious portrait on panel, showing little more than the bust with 
his left hand introduced grasping the staff of office. The head is very 
large in proportion to the size of the frame. The face, turned three- 
quarters to the left, looking at the spectator. His complexion very 
brown-red. He wears a black cap on his head, and the collar and badge 
of the Garter round his neck. On the black background is inscribed 
four lines in yellow letters. No gold used upon the picture, which is 
coarsely painted. 


SYR WILLIAM PAVLET OF’ THE 
HONORABLE ORDER * OF THE 
GARTER - KNIGHT MARQVES OF 
WYNCHESTER AND HIGH 
TREASOROER OF ENGLAND. 


Painted on oak panel, composed of two pieces. Dimensions, 1 ft 
38 in. by 1 ft 3 in. 

Bequeathed, 1828, by the Rev. Thomas Kerrich, F.S.A. This 
picture was exhibited at the Art-treasures Exhibition, Manchester, 
1857, where it was No. 61 of the Portrait Gallery. A_ similar 
picture is engraved in Lodge’s Portraits. The engraving in Lodge, 
vol. ii. plate 38, is from a picture in the possession of the Duke 
of Northumberland, which seems to be very superior to the one at 
Somerset House. There is also a not very meritorious repetition at 
Knole, near Sevenoaks, in Kent. 

XLI. A small picture, nearly whole length, of a child holding a 
rattle in one hand and a bird in the other. This has been erroneously 
called “ Charles the Bold of Burgundy when a child.” The costume, 
which is of a much later date, would at once contradict any such 
hypothesis. It is an excellent French painting in the style of Janet, 
and the countenance is not unlike that of Frangois II. when young. 
The silver rattle held in his right hand, and the details of the white 
dress, patterned with small brown rings, and covered, in part, with a 
fine muslin apron, are painted with all the minute accuracy which 
belong to the early Flemish masters. Dark brown background. 

Painted on panel. Dimensions, 1 ft 1}in. by gfin. On the back 
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is written “ Antonij Amarossin,” and, in another place, “ No. 393. 
John Thane, Rupert Street, 1744.” 

From the foregoing it will be seen that the Rev. Thomas Kerrich, 
Principal Librarian to the University of Cambridge, was a liberal 
benefactor to the Society of Antiquaries. No less than twenty-six out 
of the forty-one pictures that have just been described were given by 
him. They were first exhibited to the Society at a meeting held 
November 2oth, 1828, when a description of them was read by Mr, 
afterwards Sir Henry, Ellis (see Gentleman’s Magazine, for 1828, 
_ Part ii., page 455).. This description was embodied in the 22nd vol. of 
the Archeologia, page 488, and seems to have formed the basis of 
the concluding portion of Mr Albert Way’s excellent Catalogue. Mr 
Kerrich was of Magdalen College, Cambridge, and took his B.A. 
degree, 1771. He was elected one of Wort’s travelling Bachelors, and 
travelled through France and the Low Countries, resided at Paris for - 
six months, and settled at Rome for two years. He was a diligent student 
of art, and received a gold medal from the Academy of Painting at 
Antwerp. He made a fine collection of drawings from old monuments 
in England, France, and Flanders, and was also, as may be seen from 
previous references to the edition of the Paston Letters, not only a deline- 
ator of portraits and a skilful copyist, but also a practised etcher, and 
one of the earliest lithographers (see ante, Nos. XVI. and XX.) in this 
country. He published several important essays in the Archzologia on 
architecture, arms, and sepulchral monuments ; his labours in the last- 
named direction induced Mr Charles Stothard to undertake his well- 
known work on monumental effigies. Mr Kerrich was elected Principal 
Librarian to the University of Cambridge in 1797, and became Prebend- 
ary of the cathedrals of Lincoln and Wells in 1798 and 1812. He 
died at Cambridge, May roth, 1828, aged 81. (See the Gentleman’s 
Magazine for 1828, Part ii., page 185.) 


GEORGE SCHARF. 


To be concluded in the next No.) 





GLEANINGS FROM WESTMINSTER ABBEY.* 


Wuewn Mr Gilbert Scott published the first edition of his West- 
minster Abbey, he told us, that though he used the word “ Gleanings,” 
he did not mean to imply that the harvest was over. Mr Scott, during 
the four-and-twenty years he has held office as architect to the Dean and 
Chapter, has brought the love of the artist and the labour of the archzolo- 
gist, not only to the restoration, but a'so to the critical elucidation of Eng- 
land’s great national monument. Yet the harvest still was not reaped. 
Four-and-twenty years ago, Gothic architecture had a very different status 
in the country from that which it occupies at present, but a field so wide in 
extent and plenteous in produce could scarcely fail to invite the toil of the 
student. To the consequent revival of medieval art indeed Westminster 
Abbey owes in great measure its protection from final desecration, and to 
the steadfast devotion of enthusiasts in a cause now grown popular, it must 
hope for a worthy restoration. Much assuredly remains to be done. 
The Chapter House, for example, Mr Scott found encumbered by lumber 
and crowded with parchment records, and it was only through the aid 
of.a bull’s-eye lantern let down with a string that he discovered rare 
sculpture and paintings long hidden from view. A full-sized statue of 
the Madonna, an Annunciation, pictures of the fourteenth century, and 
other like adornings, could be reached and seen only by creeping over 
or diving into a heap of parchment and debris 10 feet deep! Thus 
mural decorations coeval with Orcagna’s “Triumph of Death” and 


* Gleanings from Westminster Abbey, 
by George Gilbert Scott, R.A., F.S.A. 
With Appendices, supplying further par- 
ticulars, and completing the history of the 
Abbey buildings, by W. Burgess, F.R. 
I.B.A., J. Burtt, Esq., G. Corner, F.S.A., 
W. H. Hart, F.S.A., J. J. Howard, 
F.S.A., Rev. T. Hugo, M.A., -F.S.A., 


J. Hunter, F.S.A., H. Mogford, F.S.A., 
J. H. Parker, F.S.A., Rev. M. Walcott, 
M.A., F.S.A., Rev. T. W. Weare, M.A., 
Rev. Professor Willis, M.A. Illustrated 
by numerous plates and woodcuts. Second 
Edition, considerably enlarged. Oxford 
and London: John Henry and James 
Parker, 1863. : 
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“The Last Judgment,” had, under the domination of the classic style 
and the aspiration after a pseudo high art, been suffered to fall to decay. 
That the persistent efforts, however, of Mr Scott have rescued many 
remnants of medizval art from neglect and even from destruction, that 
his inquiries have brought to light much hidden lore—the present 
volume affords abundant testimony. 

Still, with the humility which proverbially belongs to the simple 
seeker after truth, Mr Scott in the first edition of the “ Gleanings” was 
ready to confess that “we really know next to nothing of the actual 
history of this, the most nationally interesting of English churches.” 
The archives of the Abbey, and documents in the libraries of Cambridge, 
and of other cities or public bodies, required to be searched. For this 
and the like labour Mr Scott had not the leisure. And so, to again 
quote his own words, “the antiquarian and documentary part of the 
subject ” being “ not only unexhausted but scarcely entered upon,” this 
second and considerably enlarged edition is presented to the reader contain- 
ing the additional gatherings of students who, coming comparatively late 
to the labour, have found indeed that the harvest is not over. Mr J. H. 
Parker, to whom the country is already so deeply indebted on all points 
touching our national architecture and archeology, acting as editor to the 
work, has elucidated the text by valuable notes. The elaborate researches 
of Mr Burgess have further enriched the volume with no less than seven 
additional papers carefully and even lavishly illustrated by detailed wood- 
cuts. Thus the sketch which in its first form modestly passed for 
“Gleanings,” might now rank with those treatises which, aiming at a 
complete exposition of some one chosen subject, have obtained favour 
with the learned under the more pretentious title of monographs. 

Westminster Abbey is remarkable for being one of the earliest build- 
ings in the kingdom which displays perfected window tracery ; it is no 
less exceptional for the amount and richness of its examples in decorative 
art. The Metal-work, the Mosaic Pavements, the Retabulum, the 
Sedilia, the Coronation Chair, the Shrine of St Edward the Confessor, 
and the Tombs, on each of which Mr Burgess has furnished an elaborate 
paper, constitute a rare and varied museum of archeology. In metal- 
work the ancient examples once numerous are now reduced to five, 
fortunately however all diverse in construction and ornament, and 
excellent after their several kinds. Mr Burgess enumerates these speci- 
mens as follows: 1. The grille at the top of the tomb of Queen Eleanor : 
2. The railing round Archbishop Langham’s effigy: 3. The railing at 
the west end of the chantry of Henry V.: 4. The brass or copper 
gates of Henry the Seventh’s chapel; and, 5. The beautiful brass grille 
round the tomb of the latter king. The first and earliest of these, the 

22 * 





340 Gleanings from Westminster Abbey. 


grille round the tomb of Queen Eleanor, a work of the thirteenth 
century, is an exquisite illustration of the subtle curves, the intertwining 
composition, and the foliated and floreated decorations of which wrought- 
iron in the hands of the medieval artisan was found susceptible. 
Coming down to the first half of the sixteenth century, we have in a 
totally contrasted style the tomb of Henry VIL., executed in gilt bronze 
by the Italian Torrigiano. The grille surrounding this tomb is probably 
by native artists, and its statues must be admitted to attain less delicacy 
of finish. Lord Bacon designates the entire mausoleum as “ one 
of the stateliest and daintiest monuments of Europe, both for the 
chapel and for the sepulchre. So that Henry dwelleth more richly 
dead in the monument of his tomb than he did alive in Richmond 
or any of his palaces.” The sympathies of Mr Burgess are well known 
not to incline towards the style of the Renaissance, yet we are glad to 
find that, making an exception in the present instance, he is able to pro- 
nounce this magnificent grille, which assumes indeed architectonic pro- 
portions, as all but faultless both in its design and workmanship. 
The Mosaic pavements of the Abbey receive detailed and lucid 
- illustration in a wood-cut executed by Mr Jewitt, to whose artistic skill 
this volume, under the enterprise and liberality of its publisher, is 
throughout signally indebted. These pavements are of the class desig- 
nated Opus Alexandrinum, with which travellers in Italy are well ac- 
quainted. It appears that in the thirteenth century every Abbot of West- 
minster was required to go to Rome for confirmation in his office. This 
obligation no doubt in many cases proved vexatious, yet the ecclesiastic, 
having tasted of the pleasures of a cultured taste, ofttimes on his return 
came loaded with works of art, which served to enrich his country and 
his church. Thus the shrine of Edward the Confessor became possessed 
of its glass mosaic, and thus did like adornings in stone find their way 
to the frontal of the Abbey’s high altar. Accordingly, Mr Burgess dis- 
covers that in the last half of the thirteenth century, a certain Abbot 
Ware, on his return from a long stay in Rome, brought with him two 
artists, one to put down the stone pavement, the other to execute the 
glass mosaic, which severally he proposed to present to his Abbey 
church. It becomes interesting to follow the evidence which Mr 
Burgess adduces to prove that, notwithstanding the presence of these 
Roman artists, the finished work assumed a distinctive English character. 
Among other facts, the substitution of our native Purbeck marble for the 
foreign cippolino suffices to show how an exotic work of art, when trans- 
planted to a distant land, can adapt its form and structure to its changed 
habitat. Again and again in the course of this volume do like points 
involving jealous dispute arise between the conflicting claims of native 
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and foreign art and artisans. On one or more of these occasions does 
Mr Burgess wage war with no less an authority than M. Viollet le Duc, 
who, we are bound to say, in his inordinate claims for the priority and 
superiority of French architecture and its attendant decoration, inflicts 
manifest injustice on the Anglican schools. We have reason to thank 
our British archzologists, Mr Parker, Mr Scott, Mr Burgess, and others, 
that in these pages and other works they are ever ready to rise in 
defence of the arts and manufactures practised by our fellow-country- 
men of the middle ages. 

The Tombs, the Shrine of Edward the Confessor, the Sedilia, the 
Coronation Chair, and especially the Retabulum, afford collectively an 
unusual mass of material for the history of the decorative arts. Com- 
mencing with the Tombs, we find remains more or less perfect of Limoges 
and possibly of British enamels, of inlaid glass and other mosaics, of 
polychromatic arrangements of foreign and native marbles, particularly 
of Purbeck, with the additional enrichment of gilding and decorative 
painting. The tomb of William de Valence, dating back to the last 
decade of the thirteenth century, may be quoted for the perfection of its 
Limoges enamels, the execution of which, in the judgment of Mr Scott, 
“is truly exquisite—so much so that it is only by the closest examination 
that any idea can be formed of the wonderful delicacy of the workman- 
ship.” The same tomb is also remarkable for the somewhat exceptional 
manner in which the figure of de Valence, Earl of Pembroke, has been 
put together. The effigies of Henry III. and of Eleanor were modelled 
by Torel in wax, and then, after ordinary custom, cast in bronze. “The 
present effigy,” writes’: Mr Burgess, “is executed in entirely a different 
manner. [It is first of all carved in oak, and then covered with thin 
plates of copper engraved, the junctions being for the most part hidden by 
borders of filigree work, set with imitation gems. Some of the plates, such 
as those forming the ground on which the figure is placed, are entirely 
covered with Champlevé enamel, while in other parts these decorations 
have been executed on separate plates of metal, and then put on, as in 
the case of the little shields on the surcoat.” The tomb of Edward the 
Confessor is a shrine of the first order, and accordingly, like others of 
the same high class, is supposed to have consisted of at least four com- 
ponent parts. 1. The stone basement; 2. the altar; 3. rising above the 
base and altar, a wooden structure called the Feretory, or shrine proper, 
covered with plates of gold or silver, and often enriched with jewels and 
enamels. 4. “The Cooperculum,” or wooden covering, so balanced by 
ropes and counterpoise as to be raised above or let down for the pro- 
tection of the precious shrine or Feretory. The base of the Confessor’s 
tomb and the niches above are decorated with mosaics, pieces of por- 
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phyry and serpentine. But, in the opinion of Mr Burgess, we are un- 
fortunately totally without the means of forming any authentic idea of the 
exact form of the golden Feretory placed over this marble and mosaic 
base. If the illuminations from the Life of St Edward in a MS. 
belonging to the University Library of Cambridge could be relied on, the 
crowning member of the tomb “was rather low with a sloping top.” 
However, after weighing all the evidence, Mr Burgess comes to the 
conclusion that “it is much more reasonable to suppose that when 
Fakenham made the present wooden erection, he followed the old form, 
which then must have been fresh in the recollection of very many per- 
sons, and that the old arrangement was like that of many other. large 
shrines, viz. an edifice with a high-pitched roof, having aisles at the 
sides, and perhaps at the ends as well.” 

The Coronation Chair, the Sedilia, and the Retabulum, each in its 
substratum a wooden structure, decorated in accordance with its situa- 
tion and uses, may, to borrow a term known to our modern manufac- 
turers, be severally comprised under the one class of “ church furniture.” 
These interesting and almost unique specimens of medizval art manu- 
facture, still reveal, even in their decay, processes ingenious in contrivance, 
beauteous in consummation, and demanding no small degree of trained 
skill for their execution. - These several articles of ecclesiastical utility 
and adornment, differing in dignity and sanctity of function, are yet 
similar in the modes of their construction and finish. The body of 
the fabrics is made of wood put together in the solid, or, in the case of 
the Retabulum, of separate pieces combined and glued together so as to 
reverse the grain, after “the modern upholsterer’s plan.” The next 
process was to cover the surface with “the usual coating of gesso.” 
This gesso, the Italian term for chalk or whiting, a material used by the 
old painters in the preparation of panels for tempera pictures, was while 
wet, sometimes at least, stamped with a raised pattern. The surface 
thus standing in relief received, and was the better fitted to give force 
and brilliancy to, the gold covering which, not only in art-manu- 
factures but equally in middle-age pictures,—such as the magnificent 
works of Crivelli, in the Brera of Milan and the National Gallery of 
London,—formed so prominent and even ostentatious a portion of the 
finished composition. This decorative treatment, which in easel paint- 
ings was carried to excess, admitted of a still further and yet strictly 
legitimate development in the elaborate finish of such art-treasures as 
the chair, the sedilia, and the retabulum of a rich metropolitan Abbey. 
The architectural members, indeed, of such structures, the mouldings, the 
columns, and the canopies, served often as encircling frames, only more 
than usually rich, to the central composition or picture. These frames 
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then, which sometimes were merely accessories, but which more 
frequently stood as principals, became the field whereon every kind of 
surface-decoration might disport itself at free will. Accordingly we 
find at Westminster, as in the church of St Miniato at Florence, and 
Sta Maria in Cosmedin, and other churches in Rome, that glass mosaics, 
precious stones, enamels, gilding, and polychromatic decorations in dis- 
temper, were laid on with unstinting hand, so as to clothe the worship 
of God with all possible beauty and sanctity. 

Such then were the adornings which these rare relics of medizval 
workmanship—the Coronation Chair, the Sedilia, and the Retabulum— 
possessed in common. We now proceed to note individual peculiarities 
by which each is distinguished. Of the Coronation Chair it is worthy 
of remark that Edward I. originally intended that the material should 
be bronze. He afterwards changed his mind, and decided in favour of 
wood. It is interesting, however, to trace in the multiplicity and delicacy 
of the present mouldings, evidence that the first design was fitted rather 
for metal than for oak. The chair having been constructed, the process 
of its decoration, as described concisely and clearly by Mr Burgess, is the 
next point to call for attention. “The surface,” says Mr Burgess, “ was 
first of all covered with the usual gesso, then gold applied by means of 
white of egg, then burnished, and a pattern pricked upon it with a 
blunt instrument, before the ground and gilding had lost their elasticity. 
Great care was required to prevent the instrument with which the dots 
were made from going through the gold, and showing the gesso under- 
neath, and still greater patience in executing a design, every line of 
which was to be expressed by very small dots alone.” The pattern 
thus indented, consisting of foliage, birds, a monster’s head, and a 
knight on horseback brandishing his sword, was almost lost, but through 
the patience of Mr Tracy it has been now recovered, and furnishes one 
of the most novel illustrations to the present edition of the “ Gleanings.” 
“Such,” in the concluding words of Mr Burgess, “is the Coronation 
Chair, and such its decoration. When in all the freshness of its glass 
mosaics and its historiated gilding, it must indeed have been an artistic 
piece of furniture.” 

The Sedilia, now a mere wreck, coming down from the reign of 
Edward I., was adorned somewhat after the same fashion. The panels 
were occupied by paintings of the figures of certain kings, considerably 
above life-size ; executed after the usual manner of tempera, covered 
with an oleaginous varnish, which gave to the work the aspect of an oil 
painting. These figures are all but obliterated, but sufficient fortunately 
remains to give the consoling assurance that they were “executed in a 
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very spirited manner, and are equal, if not superior, to contemporary 
Italian art!” 

By universal consent, however, the gem of the Abbey isthe Retabu- 
lum. M. Viollet le Duc, Sir Charles Eastlake, Mr Scott, and Mr Burgess, 
alike bear testimony to the almost unparalleled elaboration and richness 
of this epitomy of the arts of the thirteenth century... M. Viollet le Duc, 
in his “ Mobillier Francais,” devotes to the illustration of this object, 
which he says is perhaps unique in Europe, several wocd-cuts and chro- 
molithographs, and, with an assumption that belongs to his countrymen, 
dogmatically asserts—an assertion which Mr Burgess rebuts with show of 
reason—that the fabrication is French. Sir Charles Eastlake, in his 
“Materials for a History of Oil Painting,” enters into a detailed descrip- 
tion of “ this interesting work of art,” of which the “ decorations were 
splendid and costly,” a work that, in the opinion of the writer in opposi- 
tion to that of M. Viollet le Duc, was executed in England. Mr Scott 
brings to the elucidation of this same Retabulum, which he thinks has not 
received the attention it deserves, the following data: “ It is,” says Mr 
Scott, “a very wonderful work of art, being most richly decorated with 
glass, gold, and painting, and probably with precious stones, and even 
with casts of antique gems. The glass enrichments are of two sorts; 
in one the glass is coloured, and is decorated on its face with gold 
diaper; in the other it is white, and laid upon a decorated surface. 
The great charm, however, of the work must have been in the paintings. 
They consist of single figures, in niches, of our Lord and SS. Peter 
and Paul, and two female saints, and a number of small medallion 
subjects beautifully painted.’ The mode of constructing this precious 
piece of church furniture, and indeed the manner and materials of 
its decoration, have already been indicated. However, some further 
and special particulars still remain to be added. The framework 
consisted, as we have said, of wood, the surface of which was covered 
with a coating of gesso to receive the gilding and painting. The 
pictures were in distemper, so varnished, however, as to appear in oil. 
The gilding, as indicated in the wood-cuts, had a reticulated pattern 
on its surface, effected by scratching or stamping the gesso while yet 
moist. The framework was enriched, as is also visible on the engravings, 
by imitation enamels, and by the application of glass in semblance of 
precious stones; the columns were decorated by patterns painted in 
body colours standing in relief. To the imitation cloisonné enamels, 
and the feigned precious stones,—simply enough produced by placing 
glass upon a coloured ground, the outside surface of the glass receiving 
sometimes the finish of a gold-painted pattern,—must be further added 
imitation cameos, two of which still remain. Thus, in the words of M. 
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Viollet le Duc, can we well understand that effects the most splendid 
were produced by means the most simple, if indeed not at the same 
time also the most economic. Yet indeed it would appear that expense 
was not spared. Thus in the Chancellor’s Roll of the 56th Henry III. 
we find this evidence, that “a frontal,” executed possibly for a place 
before this very Retabulum, “ took the labour of three women for three 
years and three-quarters, was enriched with jewels and enamels,” and ~ 
cost, on the estimate of Mr Burgess, “ upwards of £4000 of our money!” 

Directly archeological topics, such as those which have here fallen 
under discussion, can scarcely fail of proving to the general reader dry and 
tedious. Yet their historical, and if possible still more their practical, 
importance no one will question. Among our modern art-manufacturers, 
Messrs Skidmore have in the Abbey studied the metal-work ; Messrs 
Minton the mosaics and encaustic tiles; and Messrs Hardman, when 
executing the memorial to Robert Stephenson recently laid down in the 
nave, can scarcely have overlooked the monumental brasses in’ which 
Westminster was Once so rich. These arts of the middle ages are often 
mourned over as lost. It is through the treasures preserved in such 
buildings as Westminster Abbey that they can best be again recovered. 
The archzologist when he digs among the ruins of by-gone ages becomes 
the pioneer to the artist and the artisan, and the works which he disin- 
ters enter for us modern revivalists on a life beyond life. 


J. Beavincton ATKINSON. 
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PROFESSOR SCHAFFER 


ON 


A COPY OF RAPHAEL’S ST CECILIA. 


Wue the question of authenticity with regard to a work of Art 
is raised, it is sometimes a matter of wonder and of amusement for 
the public at large to see how much the opinions of the connoisseurs 
are at variance. Whilst one critic, for instance, is in perfect delight to 
recognize in a picture the true and unmistakeable stamp of the master, 
the very stroke of his brush; another can hardly bring himself to the 
declaration that this very picture may be the work even of his school. 
If this is the case when the point at issue is the apparently simple 
question whether a certain picture has been painted by a particular artist 
or not, the difficulty of coming to anything like a decision increases at 
a most rapid rate, when the connoisseurs are actually invited to name 
the painter himself. That even the most experienced eye may be 
deceived, every one knows who has read but recently how pictures to 
which the most sonorous names had been assigned, have been claimed 
by the successful copyist, as the product of his incontestable and ver- 
satile talents of imitation. It has been said in. the way of a paradox, 
that there is hardly any remarkable picture in existence, the authenticity 
of which has not been contested at some time or other. At first sight 
this assertion will appear a very sweeping one, but it might not be very 
difficult perhaps to quote such startling instances, that the surprise will 
subside into the question, how it is possible that such a variety of 
opinion should exist in so many cases. Our astonishment will diminish 
considerably if we think of the great changes which the outward appear- 
ance of all the works of the famous masters of the 16th century (for 
instance) must have undergone in the course of nearly three centuries 
and a half. Setting aside the dangers to which so many of them have 
been exposed in troubled times by repeated transport from one place to 
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another, by shipwreck, &c., hardly one case will be found—even amongst 
the very few which have enjoyed the undisturbed tranquillity of well- 
cared-for galleries, or of quiet churches and cloisters—where the slow 
but terribly certain influence of Time has not exercised all its inexorable 
power, and driven the picture repeatedly into the merciless hands of 
the cleaner, or of the still more dangerous restorer. 

How can we feel surprised if now and then the conscientious and 
prudent critic does not venture upon a decisive opinion when he looks at 
a poor picture, which in the course of centuries has been exposed 
to all possible tortures, which has been transferred and re-transferred 
from one substratum upon another, torn in dozens of places, and finally 
covered with so many layers of varnish and repainting, that it becomes 
mere guess-work to point out a few traces of the original work? And 
yet, what the critic sees, or believes he sees, is in most cases all he has to 
guide him in forming an opinion. Very scarce are the pictures which 
are protected against all sceptical attacks by a venerable entourage of 
historical certificates and documents admitting of diplomatic verification 
and of mathematical certainty. With by far the greater number, the 
more or less experienced judgment of the connoisseurs will be the high- 
est authority to be referred to, and the final decision will rest in the 
majority formed by the most trustworthy voices. If the difficulties 
are thus very great in every direction, and if, as the history of Art 
teaches us, in a good many instances the connoisseurs have never been 
able to agree,—is this a conclusive reason why all positive criticism 
ought to be abandoned as hopeless? Certainly not. All we must admit 
is, that the value of its results will be in direct proportion to the 
general experience brought to bear upon each case, and to the sound- 
ness of the reasoning upon which the last verdict will have been built. 

As a rather remarkable specimen of such criticism conscientiously 
exercised and based upon reasoning sound enough to raise an opinion 
to the dignity of a fair and honest conviction, we may consider the two 
essays communicated in this article. The facts in which they originated 
are simple and of tolerably frequent occurrence. 

Some time ago, an amateur and collector of works of Art found 
himself in possession of a most remarkable duplicate of Raphael’s 
famous St Cecilia, the original of which is the finest gem of the 
Pinacoteca at Bologna. That the picture was not a common copy was : 
evident, not only by sundry, and in one or two places favourable, 
differences from the original, but especially by the general treatment, 
which betrayed the hand of a very remarkable artist who had tried to re- 
produce an enthusiastically admired masterpiece. Very naturally these 
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observations inspired the proprietor for a moment with the hope that 
that his picture might be a replica by Raphael himself, executed at the 
request of one of the innumerable admirers of his sublime composi- 
tions. This belief was not however shared by some eminent English 
critics who had the opportunity of seeing the picture in question ; 
and in consequence, animated solely by the desire of ascertaining the 
truth, he consulted some other connoisseurs on the Continent, who 
were known to have made a particular study of Raphael’s works. 
Amongst the rest his attention was directed to Professor E. E. Schaffer 
of Frankfort, the well-known engraver of the Madonna della Sedia, 
and well entitled to express an opinion concerning any of Raphael’s 
works, and the St Cecilia in particular. For not only had the engrav- 
ing of the above-mentioned important plate enabled Professor Schaffer 
to make himself intimately acquainted with the most sublime beauties 
of the master, as they are embodied in the Madonna della Sedia, but he 
had also recently studied and carefully drawn two other pictures from 
different periods of the same master for the purpose of engraving 
them; viz. the Madonna Terranuova, now at Berlin, and the Fresco 
of Poetry at the Vatican. The St Cecilia, Professor Schaffer had 
also wished to engrave, and with this intention had been to Bo- 
logna; the results of his careful examination of the picture, and the 
reasons why he abandoned his plan, will be found hereafter in his own 
letter. 

Considering these very favourable circumstances, there was every 
reason to expect from Professor Schaffer a most important and trust- 
worthy opinion, and with this hope, a common friend, Baron Wolzogen, 
the son-in-law of the possessor of the painting, wrote to Mr Schiffer, 
giving a full statement of the case, and a detailed description of the 
picture in question, and asked whether he would be able to come and 
inspect it in England. This Professor Schaffer was unable to do, but 
in reply to Baron Wolzogen’s letter he sent the following account of 
his study of the Bolognese original, as well as his a priori decision 
against the supposed Raphaelesque origin of the duplicate. 

“The contents of your letter have called to life again the earnest 
desire, the happiness, and the illusions of former times. Raphael’s St 
Cecilia, with all its grand and sublime beauties, had occupied my mind, 
I may say, for years, and gradually awakened in me the desire to try 
and make this picture more generally and better known and understood 
than it had been possible before, in consequence of the incompleteness 
with which the former engravers had rendered the master’s incom- 
parable idea. I think it is thoroughly one of Raphael’s pictures which 
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has not yet found its interpreter.* It was not, as you suppose, the 
similar undertaking of another artist which deterred me from exe- 
cuting my long-fostered idea, for when I went to Bologna I felt sure 
that a great artistic treasure still remained behind and undiscovered ; 
an artist who had nothing else in view but a lucrative employment of 
his time could not disturb my resolution. 

‘So I went to Bologna, accompanied by the best wishes of our great 
Cornelius, who had written to me a short time before: ‘ Raphael’s St 
Cecilia would be something for you; my best blessings you have for 
such an undertaking.’ Soon I find myself before the famous picture, 
but, to my most painful surprise, I do not recognize Raphael’s hand. 
Nowhere at first I can see the spirit, the incomparable charm of the 
master ; it is only after a most careful examination that I discover the 
noble head of St Augustine to be entirely the work of Raphael’s own 
hand. Here is all the brilliancy, the colouring so full of life, all the 
animation and the grace of Raphael’s best works. For more than a 
week I staid at Bologna, afraid of having been led astray by a deceitful 
first impression ; again and again I examined the picture, but the figures 
remained as heavy, nay clumsy, as they had appeared at first. From the 
light clouds, the seat of the singing angels, down to behind the saints 
something like a uniform blackish-blue red descends all over the picture. 
With the exception of the above-mentioned part, and perhaps in 
one other, I could trace nowhere true animation or the unity of 
thought in which the work had originated and centered, so that I did 
not see where I might begin to grapple with the great task of rendering 
the master’s dwn idea. All my hopes being gone, I abandoned my 
undertaking, and left the beautiful town of Bologna, ever to be famous 


* This statement is not quite correct. 


the Palazzo Pitti; the portrait of Antonio 
There are a few pictures of Raphael's left 


Tebaldeo in the Scarpa Museum at La 


as new and untried subjects for the engrav- 
er’s labours. Thus amongst the early ones : 
The Madonna Solly and the Madonna 
Diotalevi, of late years added to the Royal 
Museum at Berlin; the most beautiful 
though still Peruginesque Virgin and Child 
belonging to Contessa Alfani at Perugia; 
and before all, the grand Altar-piece paint- 
ed for the convent of San Antonio at 
Perugia, which up to 1860 has been one of 
the greatest ornaments of the Royal Palace 
at Naples. From the later periods we 
mention only the portraits of two monks 
of Vallombrosa, and of a young lady at 


Motta; the portraits of two Lawyers at 
the Palazzo Doria at Rome; the Sagra 
Familia de la Rosa at Madrid; the por- 
trait of Cardinal Pucci belonging to the 
Earl of Aberdeen; the most beautiful 
“ Cardinal Borgia” at the Borghese Pa- 
lace at Rome; a highly interesting por- 
trait of a young nobleman in the gallery of 
the Dukes of Alba at Madrid, &c., &c. 
(The plate which the late Professor Jesi 
was engraving after the Cenacolo at San 
Onofrio at Florence is unfortunately likely 
to remain unfinished in consequence of the 
death of the artist.) C. R. 
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for the possession of this jewel, once so bright. It was not many 
months afterwards that I learned the history of the picture. By the 
French troops it had been carried away in 1798, and when at Paris, the 
painting was taken off the original wooden board, under the pretext of 
worms having got into it, and was transferred to canvas. During 
these most dangerous operations the painting itself was torn in several 
places, and then restored and covered with repaints.* This vexatious 
explanation of the present condition of the picture I received from 
an artist who had then been living at Paris. Had I known all this when 
at Bologna, I fancy I might have been able during my analytic study, 
necessary for the preparation of an elaborate drawing, to discover and 
retrace again Raphael’s hand in the whole picture. 

“‘ The St Cecilia contains five of the most sublime and impressive 
figures, the power and spiritual grandeur of which Raphael himself has 
not surpassed in any other of his works. Their listening, the deep 
attention with which they are lost in the heavenly harmonies, Raphael 
has expressed with so much truthfulness, that involuntarily the spectator 
feels himself attracted as if in breathless silence he was standing beside 
the saints. Twilight seems to reign in the picture, as is proved by seve- 
ral places where the figures are painted as if they were lit up by rays 
emanating from the celestial glory above; and with great propriety, I 
think, for in broad daylight, while all nature around is teeming with life 
and animation, no such attention and concentration of the mind as 
Raphael wished to represent could easily be conceived. 

“T think that the picture, properly understood, and worthily en- 
graved upon a plate rather higher than Miiller’s masterly Madonna di 
San Sisto, would be sure to produce the most powerful impression, 
perhaps more even than Raphael’s own picture in its present state. 

“ Your detailed description of some of the beauties of the picture 
in question have interested me very much indeed. St Paul’s dress you 
call ‘a masterpiece of majestic drapery!’ nearly the reverse of what it is 
now in the Bolognese original; the same is the case with the robe of 
St Magdalene, as well as with the ornaments of the dress of St Cecilia, 


* In 1803 this operation took place 
under Haquin’s direction. When the pic- 
ture returned to Bologna in 1815 it was 
cleaned, and some of the heaviest repaints 
which had been added in France were re- 
moved again. It is obvious that all this 
could not be done but at a considerable 
sacrifice of the delicate beauties of the ori- 
ginal state, though in general the difficult 


operation of “rentoilement ” was _per- 
formed at Paris with the greatest possible 
care, as is shown, for instance, by the report 
of the committee superintending the re- 
stauration of the Madonna di Foligno, 
which Mr Paul Lacroix in his French edi- 
tion of Passavant’s Life of Raphael has 
reprinted from the “ Mémoires de I'In 
stitut.”” C.R. 
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which latter are surprisingly rough at Bologna, hardly of any value. 
I should like also to see the less than indifferent knot of hair on St 
Cecilia’s head altered, and more like what it seems to be in your picture. 
Nearly all the points you mention as rather striking I had also remark- 
ed in the original, but because they did not appear worthy of Raphael 
himself, and rather detrimental to the general effect. 

“ As to this picture being Raphael’s own work, let me tell you 
honestly that I do not think it possible. Setting aside the histori- 
cal proofs which assure us that the picture now at Bologna is the 
very same which Raphael sent there in 1516 or 1517,—the single 
head of St Augustine would be sufficient to settle its claims, for no 
other hand, no other genius could have created it. It is not at all likely 
that Raphael himself should have repeated the picture, for‘we know of 
no such occurrence during his whole life. All I can say, without having 
seen it myself, is that I believe it to be a copy done by a skilful hand, 
long before that impious restoration, at a time when the true original 
still existed with all the glorious beauties which the master had diffused 
over it. As such a document of the former and real condition, it is 
sure to be of great interest, and to have its intrinsic value. There 
are a few more copies in existence: one at Dresden, as I think, by a 
Dutch painter, and not pleasing at all; another at Rome, in the Church 
of S. Luigi de Francesi, of the size of the original, very likely by 
Guido Reni; it is hanging in a rather dark place, but what I could see 
appeared to me very fine indeed.” * 

The opportunity for examining the picture in question was afforded 
to Professor Schaffer in July, 1863, when Mr Du Boulay, on a tour to 
the Continent, brought it with him to Frankfort. The results of his 
investigation were submitted in the following letter, and here it will 
be seen, not only how all his former doubts were fully confirmed, but 
through what observations he was enabled to come to a very satisfactory 
and convincing suggestion as to the probable painter himself. He 
writes : 

“* Now that I have been able to examine thoroughly this picture, I 
should be very glad if the opinion I am going to express should meet 
with your approval, though I can hardly hope for it, because, first 


* Professor Schaffer might have men- | Munich, a lithograph of which with Ra- 
tioned one or two more ; especially a small | phael’s name has been published in one of 
but very good copy formerly in the Coes- | the last numbers of the large work on the 
nelt collection; and one of the figure of | Munich Galleries. 

St Cecilia alone, in the Pinacothéque at 
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of all, I must declare my firm disbelief in its being a work of Raphael’s 
own hand. 

“This interesting picture, when I had once seen it, engrossed my 
mind for days and days, and I felt uneasy, until I had been able to form 
an opinion with something like certainty, as to the rank and place 
which were to be assigned to it. Before I had been successful so far, I 
confess I thought it dangerous to some degree to have the picture in my 
possession or even near me, for however sure I had been from the very 
first moment of its having no claim to be called a work of Raphael 
himself, I had perceived in it so many excellent and beautiful qualities, 
unique, if I may say so, and combined with such masterly execution, 
that I was afraid of their bribing the eye of the critic, though but 
temporarily, into a conviction of a Raphaelesque origin. 

“ The very first impression, I must say, was not prepossessing ; but. 
this occurs frequently, as many a student will have experienced, with 
some of the greatest and most renowned masterpieces, nay, with some 
uncontested works of Raphael himself. The picture gave me the idea 
of a certain want of unity, a sign characteristic of the period after 
Raphael, when the grandeur of the artistic conception had disap- 
peared. One might say that in most of the works dating from the lat- 
ter half of the 16th century figures are skilfully put together on the 
canvas, without their being pervaded and encircled by one powerful 
sentiment. In contemplating such pictures the mind of the spectator 
is carried away in various directions by the different groups, whilst in 
the works of Raphael and of the masters preceding and contemporary 
with him, there is never to be missed a certain tranquillity and unity 
combining the action of all the groups into one idea. 

“ This first impression was confirmed the longer I studied the pic- 
ture. Above all, I had to admire the group of the angels, especially its 
drawing (as it showed itself in the draperies, for instance), of great 
decision, yet delicate and correct. 

“‘ There are two or three places in the picture which look as if they 
were the work of Raphael’s master-hand, and give so much real pleasure 
that for a moment the spectator might become wavering again in his 
conclusions. They are the hand of Mary Magdalene which holds the 
vase of ointment with the nearest part of the drapery of the fore-arm ; 
then, equally beautiful, the neck and throat of St Cecilia, and perhaps 
also of the Magdalene. The drapery in general is treated with great 
understanding, and is very beautiful, though to every connoisseur familiar 


with the incomparable peculiarities of Raphael, it does not bear the 
master’s own stamp. 
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“* We have thus before us a production of an important post-Ra- 
phaelite period, the work of a noble and most skilful master, of a deli- 
cate mind and great talents, full of enthusiasm for Raphael. The 
painter of our picture does not manifest himself as a self-creating, en- 
ergetic mind ; but rather as an artist, who with all his abilities and a 
warm zeal has undertaken a task set before him,—in short, as a man 
more of reflective than of active inclinations. We might look for him 
in the Flemish school, so fertile then in highly and most variously gift- 
ed artists. But I should prefer to seek him in Bologna itself, and during 
the eclectic period of the Caraccis, perhaps in the refined Agostino 
Caracci himself. As far as we are acquainted with the history of his 
life, he had been a clever goldsmith; according to some informants 
also a mathematician, a philosopher, a poet. His brother Annibale’s 
example induced him to try his hand in painting, and soon afterwards 
he was able to assist Annibale while at work at the frescoes of the 
Palazzo Farnese at Rome. The unkindness of his brother made Agostino 
wish to become independent, and he accomplished this at first by setting 
up as an engraver. 

“Our picture is not a copy in the ordinary sense of the word. No 
doubt there are details in it which never existed in the Bolognese 
original. It is executed with a feeling, though independent, yet deeply 
reverential for Raphael,—and the surer the painter felt of having in- 
spired himself with the master’s original idea, the more easily he 
allowed his own artistic feeling to indulge in slight variations, which, 
according to his own notions, seemed to embody Raphael’s idea with 
greater clearness and power. If copies are to be imitations, proving 
in every line the painstaking faithfulness of the Chinese workman re- 
tracing for the thousandth time his ancient original, what we have said 
of this St Cecilia will not sound like high praise. But to my mind, 
copies are not really valuable unless they are independent re-creations, 
inspired and animated by the same spirit which lives in the original 
work, 

“In your letter you speak of the delicate and graceful ornaments of 
the dress of St Cecilia, which do not appear on the Bolognese original, 
and of the peculiar elaborate finish of the vase of ointment, which re- 
minds you of the best works of Benvenuto Cellini. Would one not feel 
inclined to conclude from these very circumstances that the hand of an 
experienced goldsmith had been at work here? Parts like these, and 
many other lines, drawn with the finest point of the brush, would 
bear quite a different character if done by the hand of Raphael. Re- 
markable is the hair of St Paul, and especially the apostle’s eye, which 
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our painter has opened much more than it is the case in the Bologna 
picture, though he has preserved the whole of Raphael’s feeling. 

“ Considering all the heads together, they prove without exception 
that Raphael has not painted them. No doubt they bear a stamp of 
originality, but it is the originality of a man like Agostino Caracci. It 
has been mentioned that some likenesses could be traced in the St John 
to Raphael himself, in St Paul to Michael Angelo, in St Augustine to the 
St Sixtus of the Dresden picture: but this is not admissible. Raphael 
had to represent the characters of the saints, and their noble though 
different qualities, and for such a purpose neither he, nor I think 
Agostino either, would ever have made use of portraits. 

“* My conviction of Caracci’s authorship became still more confirm- 
ed when I had gone over the works of the great engravers of that period. 
Amongst the few good engravings after pictures by Agostino Caracci, 
there are two which speak highly in favour of the correctness of his 
drawing and of the high artistic standard of his conception: a landscape | 
with some figures, quite Michaelangelesque in its composition,—and 
“ Christ and the Adulteress,” both engraved by Bartolozzi. The com- 
position of this latter picture and its whole feeling reminds me very much 
of some of Raphael’s works. As we know however that nearly in every 
one of his pictures Agostinu adopted a different style of technical execu- 
tion, it would be difficult to base thereupon any conclusion with regard 
to our St Cecilia. 

“ As regards Agostino’s own engravings, I would recommend the 
comparison of his interesting etching of St Hieronymus (Bartsch, 
No. 74) with this picture. The manner in which he treats the hair of 
St Hieronymus, for instance, bears a close resemblance to the drawing 
of the head of St Paul: both are executed in the same way, not to be 
met with very frequently, especially with regard to those rows of locks 
on a partially bald head. 

“I hope that my opinion, and the observations it is based upon, will 
meet with the approval of the possessor of the picture, as well as with 
your own. To have to exchange Raphael’s name for that of Agostino 
Caracci, of course, is not very pleasing at first, hut to have got rid of a 
deception, however agreeable it may have seemed, will always be satis- 
factory to the honest seeker of truth. This leads me to hope that I may 
have justified the confidence you have placed in me. I feel sure that 
Agostino’s claims to this picture will be confirmed more and more, and 
that his name will give it a new, well-assured, and not unimportant 
value.” 


The hope expressed in Professor Schiaffer’s last words was fully real- 
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ized. The more the critic’s opinion was examined before the picture 
itself, the less it was possible to withhold full approbation, and very 
shortly afterwards Professor Schiffer had the great pleasure of hearing 
so from the proprietor himself.* 

Though we have trespassed upon the reader’s attention at a consi- 
derable length already, we crave permission to offer a few more remarks 
on the subject, in which the whole inquiry centered, viz. Raphael’s 
picture itself, as they are suggested by a comparison of it with en- 
gravings of the time and a few original sketches still existing. 

The most important data we have to consider are the following: 
Giulio Bonasone’s engraving (Bartsch, No. 74), evidently made after 
the picture itself, and therefore offering no new incidents;*and Marc 
Antonio’s beautiful plate (No. 116)—there is no doubt that this has been 
engraved from an original first sketch, differing considerably and in 
several remarkable points from the finished picture. There are two draw- 
ings still existing which may claim the honour of being this very first sketch 
of the master: one (belonging successively to Sir T. Lawrence and the 
King of Holland, and sold in London, at Miss Woodburn’s sale, in July, 
1860), on greyish paper, washed with bister, has been retouched to such 
an extent, that, to say the least of it, its genuineness appears very doubt- 
ful. It corresponds exactly with Marc Antonio’s print, with the sole 
exception of infinitely less nobility and grace in the expression of the 
heads as well as in every detail. 

The other drawing (forming part of the interesting collections 
belonging to Mr William Russell) shows also Mare Antonio’s compo- 


* Professor Schaffer’s suggestion re- | make himself thoroughly acquainted with 


ceives a new and weighty confirmation 
from the existence of a drawing which we 
have seen since the text was printed, in the 
possession of Mr Artaria, the head of the 
well-known Viennese firm of that name. 
This* drawing, of rather considerable 
dimensions (about 12” x 18”) represents 
the same composition as Marc Antonio's 
print or Mr Russell's drawing, of which 
we shall speak hereafter ; the outlines have 
been traced first, on yellowish paper, with 
a bold, broad pen, and then vigorously 
worked out with a bister wash. The effect 
of the whole is very grand indeed; it is 
visible at once, that we have before us the 
work of a remarkable and independent 
artist, who, by reproducing, endeavoured to 


the beauties of an original he fully knew 
how to appreciate. In doing this he has 
left his own peculiar stamp upon the whole, 
especially upon the female heads: we are 
unmistakeably reminded of the Bolognese 
School—and so (with the only exception 
of Mr de Runcohr, who thought it a 
Passarotti) all the connoisseurs who have 
seen this remarkable drawing have ascribed 
it to one of the Caracci, Thus we have 
a fresh proof that the Bolognese painters 
did study practically Raphael's master- 
piece: but how could it be otherwise than 
that the fullest attention of these Eclectics 
should be given to the first art-treasure of 
the native town of their own School ? 
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sition, but reversed. It is ona dark reddish-brown paper, washed with 
bister and heightened with white ; in the course of time the bister has 
faded so considerably, that in many places it has become difficult to dis- 
tinguish it from the colour of the paper itself; but in consequence of 
the most judicious disposition of lights and shadows by means of the 
white heightening, the drawing produces now the relievo-like effect of a 
vigorous chiaroscuro. Compared with Marc Antonio’s engraving, nearly 
all the differences that manifest themselves speak in favour of the draw- 
ing. The-clouds.and the whole of the celestial glory are treated with 
far greater ease, their drawing is more flowing and delicate; the head of 
St Cecilia, of a wonderfully sweet expression, does not show that remark- 
able shad6w, the “collier,” so conspicuous on Marc Antonio’s print ; 
this head, as well as those of St John, St Paul, St Augustine, surpass the 
corresponding ones in the engraving by greater depth and earnestness 
of expression. The head of St Mary Magdalene seems to have suffer- 
ed to a considerable extent, or to have been touched, for very little of it 
remains satisfactorily distinct. The treatment of what one sees resem- 
bles that used for the similarly raised and. foreshortened head of St 
Catherine in Raphael’s beautiful drawing, called “les Cing Saints,” now 
in the collection of the Louvre. 

We know of only one more original study, and this one for the 
picture itself, viz. the draped figure of St Paul, drawn from life, in red 
chalk, exactly in the same position as that occupied by the apostle in 
the Bolognese painting. This drawing, one of the finest studies of 
drapery ever to be met with, is preserved in the rich collection of 
drawings by old masters, belonging to the Teyler Institution at 
Haarlem.* 

If we now compare Raphael’s first conception as it has been pre- 
served to us in Marc Antonio’s print and in the drawing described here, 
above, with the final execution given to it in the picture itself, it is ob- 
vious that he has adopted several important modifications. 


* There is another old engraving in ex- | position is very like what it is on Mr 
istence, representing St Cecilia and St Mary | Russell’s drawing ; the costumes seem to 
Magdalene alone ; it is not very common, | betray the taste and execution of an en- 
and may belong to the latter half of the | graver originally belonging to the Flemish, 
16th century. The two saints pretty | or rather German School. On the hem of 
closely resemble the figures in the picture ; | St Cecilia’s upper garment, round the knees, 
but it seems beyond doubt that the engrav-| we read (reversed): VERBVM DOMINI 
ing has not been made after an original| MANET IN (AE)TERN(VM), and to the 
study by Raphael, and is therefore of | left, mear the bottom of the plate: DE. M. 
secondary importance for our purpose. | RAPHL. DVRBIN. INVENTOR. The print 
The Magdalene is placed to the left, | is 106 by 7§ inches, 
looking out of the print; St ~Cecilia’s 
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With regard to the group of angels, the earthly instruments, like the 
harp, the violin, of the sketch, have disappeared in the picture, and the 
voice alone, the noblest of all musical instruments, gives expression to 
their praise of the glory and goodness of God. 

The reproach has been levelled at the group of the saints, as it is 
shown in the painting, that it is nothing more than five beautiful figures, 
placed into one frame, one beside the other, without sufficient con- 
nexion. Such a blame might have been justifiable with regard to the 
original sketch, and Raphael seems to have felt this so well himself, that 
nearly all the alterations undertaken during the execution of the picture 
become perfectly intelligible if we suppose that he wished to unite and 
bring the five figures closer together amongst themselves, as well as with 
the group of angels above. Thus in the drawing the five saints are 
standing much more on one line, in one plane; the intervals are not 
inconsiderable; whereas in the picture St Paul and the Magdalene 
are brought more forward, leading up, so to say, to the now central figure 
of St Cecilia, and leaving far less space, where hardly more than the 
heads and busts of the two symmetrically corresponding figures of St 
John and St Augustine become visible. 

With the exception of St Mary Magdalene, who is lifting up her 
eyes to the group of angels, the four other heads in the original sketch 
look each one a different way: St Cecilia rather straight before her, and 
out of the picture ; and the three other saints, with a beautifully varied 
expression of deeply absorbed attention, cast their eyes more or less to 
the ground. 

In the picture all this becomes altered: the principal figure, St 
Cecilia herself, is the one upon whom the heavenly harmonies exercise 
the greatest effect, so as to make her look up to the glorious regions 
from which they descend. St Paul’s towering figure preserves the ex- 
pression of deep reverie, but how much more concentrated than it had 
been in the drawing ; whilst St John and St Augustine, seen in profile, 
become closely connected with each other through the mutual appeal of 
their eyes, and with the whole subject through St Augustine’s holding 
up his left hand in deep admiration, and directing the apostle’s attention 
to the heavenly sounds. The Magdalene, on the contrary, is now look- 
ing out of the picture, as if to claim the participation of every beholder, 
and to hush every possible disturbing sound. 

As we have seen, the relation between the angelic chorus and the 
group of listeners is now established through the principal figure itself, 
the celestial glory is not any longer the beautiful ornament and filling up 
of the upper space, but it becomes unavoidably necessary, in order to 
complete and to explain the idea conveyed by the group below. Thus 
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we have in this picture, to a certain extent, the same appeal of failing 
Humanity to the higher Powers, which Raphael has expressed in a dif- 
ferent and far wider sense in his last and grandest creation, the Trans- 
figuration on Mount Tabor. 

Whether the rich accumulation of broken instruments at the feet of 
St Cecilia was indispensable to express Raphael’s idea fully, may re- 
main doubtful. At any rate, after the instruments in the hands of the 
angels had been removed, the contrast, it seems, would have been marked 
sufficiently by the harp, the music-book, &c., trodden upon by the saint 
in Raphael’s first sketch. However this may be, Giovanni da Udine 
has painted his ornamental group of a shattered violoncello, cymbals, - 
triangles, &c., with sufficient discretion and taste, so as not force it upon 
the spectator, who feels himself brought nearer to the heavens by the 
contemplation of Raphael’s wonderful masterpiece. 


C. RuLanpb. 
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RECENT ACQUISITIONS 


AT THE 


SOUTH KENSINGTON MUSEUM. 


Tue splendid gathering of works of antiquity and art, known as 
the Loan Collection, serves other purposes than those of attracting the 
public and exhibiting “seld’ seen” treasures. As connected with 
the South Kensington Museum proper, it enables the officials in charge 
of both to select from the borrowed mass desirable items which, either 
at the time or thereafter, may be acquired and remain the property of 
the nation. Many such items we have now to notice. A large propor- 
tion of the permanent museum has been obtained in this manner, in- 
cluding much that once belonged to the Soulages, Soltykoff, and other 
collections. Nor are these all the recommendations of the Loan 
system. Independently of its educational uses, it has—as the gathering 
of Art Treasures at Manchester in 1857 did with regard to art in 
general—made us aware how immense is the wealth of this country in 
works of the class represénted by its gatherings. 

In no way do both the Loan Collection and the Museum proper 
serve the cause of art more distinctly than in their indifference to 
knick-knacks and toys, mostly produced in the latter part of the 17th 
and in the 18th centuries. Such objects have Jong formed large 
sub-divisions even in continental public gatherings, and are, in this 
country, common enough in private hands. The admirable taste of 
the officials of the British Museum has worked well in forming a 
collection of really valuable works, such as cannot but have great 
influence in chastening public ideas of art. The British Museum 
is wholly innocent of rococo,—which may be taken as a collective 
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name for the knick-knacks and toys above named,—and neither of 
the collections at South Kensington have given much space to speci- 
mens of art in that debased stage or its parallels, e.g. the modern 
porcelain of Sévres, much of that of Berlin, and even of Vienna; 
or such art as contents itself with the production of oljets de luxe, 
gew-gaws that have not the slightest connexion with design, but 
rather owe their origins to the freaks of ill-trained artisans and 
chemists. The work which Hogarth began by satirizing the ignorance of 
the beaux and belles of his time—as shown in their love for monsters 
and ‘gimcracks—has been continued by the Department of Art, which 
looks somewhat askance even at the works of Goutier and Buhl, and 
‘is evidently content to wait awhile ere it enlarges its collection of rococo. 
A museum of instruction, like that at South Kensington, must, of 
course, contain specimens of all classes of decorative workmanship; even 
the vilest kinds are useful in teaching us what to avoid, they serve as 
scare-crows and elucidate good art.. The duty of a public officer com- 
pels him to obtain in due proportion articles of “ virtu” of the most 
hideous and unmeaning characters, and to exhibit the most costly Rose 
du Barry tinted productions of Sévres the only charm of which is its 
luscious colour, rudely because ignorantly applied. 

How the Art-Department has employed itself since the Loan 
Collection was dissolved, and what are its most important acqui- 
sitions of recent date, may be learned by a survey of the courts at 
South Kensington as they now stand. The International Exhibition 
has contributed many select specimens of modern art ; specimens, for 
instance, of the porcelain of Copeland, Minton, and Wedgwood, 
whose close proximity in that Exhibition to the analogous products of 
Sévres and Paris, the bronzes of Barbedienne, and the wood-carvings of 
Italy, afforded the spectator an opportunity for verifying the progress 
which has been made by our own people, and which was fully acknowledg- 
ed in the reports of foreign jurors. Besides the objects purchased from the 
Exhibition, the Museum has also been enriched by many and valuable 
presents from various sources, amongst which may be noticed a reproduc- 
tion in Gobelins tapestry of the well-known “ Vierge de Fontainebleau,” 
by Raphael, presented by the Emperor of the French, and two large 
porcelain vases from the Imperial manufactory at St Petersburgh, 
painted with portraits of John Locke and Inigo Jones. The latter are, 
of course, rather “ valuables” than works of a high class of art, yet 
are acceptable as showing what our neighbours are about. Indeed, 
we do not think it is desirable that Englishmen should attempt to rival 
either of these famous manufactories in the production of such works. 

Our countrymen have too much yet to learn in art-knowledge, 
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ere it will be well for them to unlearn so much as is required for 
such imitations. Collections of Asiatic and Medizval wall-decora- 
tions will serve our present need better than the most laborious copies 
of pictures by the needle. A few dozens of old Florentine, Hispano- 
Moresque, Nevers, or probably better still Chinese and Japanese jugs, 
mugs, cups, vases, dishes, plates, and pots, will be worth to us all these 
modern works put together. The Chinese and Japanese possess, or 
possessed, a systematic method of decoration as applied to ceramic 
works which seems instinctive, or which may have become so through 
centuries of use. This system is strictly logical and in accordance with 
the laws of art. To familiarize our people with the application of those 
laws, so that they also may instinctively recognize them, is what we 
require in this country. The example of the Chinese and Japanese is 
strictly adapted to our case, because those nations have,beyond all others, 
succeeded in producing decorative art of the kind in question at an 
expenditure of time and labour which is very small. Englishmen are 
sadly in need of a sound appreciation of good design as applied to 
paper-hangings and mural decoration, but we are not unwilling that 
they should wait the decline of art ere they attempt pictorial tapestries. 
And, as regards porcelain, we may learn the true principles of decoration 
from any and all of the serviceable schools whose productions we have 
named, Having done so, they will estimate aright the value of Sévres, 
ware. 

It seems to us that Englishmen are too apt to look upon the act of 
forming collections of works of art with the eyes of connoisseurs and 
the so-called dilettante, and that we often neglect to consider the true 
and purely artistic value of the objects that present themselves, over- 
looking at the same time the latter quality, as if it were common and 
always attainable. The fact however is, that to the well-taught the 
value of an example of art is to be found not in that factitious interest 
which the love of mere variety imparts and fashion exaggerates,—of 
which no more effective example can be quoted than the furore which 
has recently been got up with regard to “ Henri Deux ” ware,—but in 
its display of an intelligent recognition of the laws of design, such as, 
for example, is always observable in Japanese and Chinese productions, 
of which specimens are obtainable for as many farthings as we have to 
give guineas for “‘ Henri Deux” ware. 

When we turn from the wide domain of productions of our own 
time, to the jealously contested and yearly narrowing field of ancient 
art, we find the acquisitions to the Museum have been neither few nor 
unimportant. From the Soltykoff Collection, to which we already owe 
the Gloucester candlestick and a noble mirror of damascened metal- 
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work, has been obtained an interesting collection of ecclesiastical utensils: 
An important rétable of gilt metal, gemmed and enamelled, the central 
figures of which are in very high relief, of the 10th century ; a crucifix 
of cedar-wood, coated with gold, whose archaic enamels and figures in 
walrus ivory sufficiently avouch its antiquity; and three heads of 
pastoral staves of later dates and of very graceful design, are some of 
the principal additions to this collection. In the same case is a ewer 
of rock-crystal, carved in low relief, with vultures or eagles tearing 
antelopes. The style of carving indicates a Byzantine influence, and 
the ewer, which bears a marked resemblance to one in the Louvre, 
may be safely ascribed to the 8th or 9th century. It is difficult to form 
an adequate notion of the patient skill required to shape the mass of 
crystal into its present form. The nation has also acquired another 
“burette ” or ewer, of rock-crystal, that was formerly in the Soltykoff 
Collection, and is memorable to visitors to the Loan Collection, where 
it appeared as the property of Mr Durlacher, numbered 994,—“ Cruet, 
or burette, of rock-crystal and gilt-silver, enriched with translucent 
enamel; probably of French workmanship, and apparently of not later 
date than circa 1340-50. The silver mounts are of the most pure 
and beautiful Gothic taste, and are adapted to the forms of the body 
and hinged cover of the vase with singular ingenuity and success.” This 
specimen is 8}inches high. Its number in the register of the Museum 
is 9112. Its acquisition illustrates what we have said of the usefulness 
of the Loan Collection as a feeder to the Museum. 

The already extensive scollection of early Italian sculptures at 
Kensington has received several valuable additions, foremost among 
which may be cited the celebrated Martelli bronze mirror, said to have 
been wrought by Donatello, and a marble rilievo of the Virgin and 
Child, attributed to the same artist. A similar passing mention must 
suffice us for a female head in marble, believed to be by Michael 
Angelo. Of the terra-cottas to which the early sculptors of Florence 
imparted so life-like a character, the Museum possesses an unrivalled 
assemblage ; so complete, that the student may by a careful examination 
of this collection attain a thoroughly satisfactory notion of that school 
of sculptors whose works were purely exponents of their own minds, 
and, as we shall presently endeavour to show, potent enough to illustrate 
with singular significance the state of society, no less than the mental 
and physical characters of the age and nation which produced them. 
These men were little, if at all, influenced by the masterpieces of Greek 
or Roman work. To a different section of terra-cottas has been added 
a “ Pieta,” and a fine half-length male figure in a slashed doublet. 
Contrasting in many respects with these works is a highly elaborated 
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-marble bust of “ Francesco Bracciolini of Pistoia, poet and historian” 
(born 1566, died 1645, author of Lo Scherno degli Dei), which displays 
many of the characteristics of the florid handicraft of Bernini, and is 
probably by that sculptor, who was born in 1598 and died in 1680. 
This acquisition is interesting as an example of the florid style in 
sculpture which prevailed at the date of its execution, and which 
was indeed introduced, or at least made fashionable, by Bernini. It 
respect to art-value, it differs by a measureless interval from the terra- 
cotta busts we shall have to consider, and which are attributed to Ros- 
sellino or Verrocchio: they are in all probability by the latter master, 
who was born in 1422, and died in 1488. Between the time of the 
master of Leonardo da Vinci and that of the pupil of Pietro Bernini, 
art had turned into paths that led irremediably downwards. 

There is no class of works in which a chronological series is more 
difficult of attainment than that of textile fabrics. Their perishable 
nature and the value of the materials rendered them peculiarly subject 
to the ravages of time and of the spoiler; and if anything like an un- 
broken series has survived these chances, the fact is in most instances 
due to the Roman Catholic Church. The cope, the chasuble, and the 
altar-cloth have thus often escaped the destruction which has befallen 
the insignia of worldly dignity. A very valuable series of textile fabrics, 
the collection of which is due to the skill, the activity, and the enthu- 
siasm of Dr Bork, Canon of Aix la Chapelle, has been acquired by the 
Museum. It comprises upwards of 300 specimens, and the remain- 
ing portion of about 150 will probably be added to those already pos- 
sessed by the nation. It is hardly needful to enlarge upon the desir- 
ableness of this acquisition in a country like England, which looks 
so much to the future with regard to the quality of the decorations 
required for her textile productions. Dealing so largely in this class 
of manufactures, we are peculiarly interested in knowing the history of 
art as applied to it. It is not too much to say that in no department 
of archeological knowledge are we more deficient than in that which 
concerns itself with embroidery, weaving, and other methods of orna- 
menting fabrics of silk, wool, cotton, and flax. The recent acquisitions 
of this class are, with few exceptions, not yet before the public; but 
Dr Rock is engaged in the compilation of a catalogue which will be of 
infinite service to both student and manufacturer. 

It would exceed our limits to give anything like a connected and 
historical account of the works just mentioned. Their number, not less 
than the difficulty of describing their decorations without the aid of 
numerous drawings, restricts us to general remarks. The collection com- 
prises specimens. of many varieties of textile fabric, from small frag- 
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ments of early tissues preserved as the envelopes of relics, the remains 
of vestments obtained from tombs of ancient -ecclesiastics, &c., to 
splendid robes, in some instances, of saintly or historical personages. 
Some notion of the value and extraordinary interest of this collection 
may be obtained by enumeration, from the inventory, of a few of its 
most remarkable articles:—A_ piece of oriental fabrication woven in 
gold thread, of the 11th century. Many specimens of Palermitan em- 
broidery of the 12th century. A piece of Cyprus, white, with intersect- 
ing lines of dark brown; 11th century. A piece of the silk and gold 
woven robe of the Emperor Henry II. (995—1024) ; the griffins of the 
pattern originally embroidered in pearls. A piece of the white silk 
tunic of the same Emperor, with a rich pattern enclosing leopards and 
griffins and a diaper of scrolls and birds ; oriental work of the 11th cen- 
tury. A piece of yellow silk, witha pattern of scrolls enclosing griffins, 
the interspaces filled with figures of hawks. A piece of silk t.ssue, the 
ground of pale purple, woven into a diaper of yellow and blue, the 
pattern formed with figures of parrots in pairs: this example is similar 
to that in which St Bernard of Clairvaux was found wrapped in his 
grave. A maniple of crimson silk embroidered with colours and 
gold, with emblematic animals; the ends contain respectively within 
circles, the lion, emblematic of Christ, the initial M: the initial is 
of much more recent date than the lion. This is surmised to be 
of Sicilian workmanship and of the 12th century. Two pieces of 
silk borders, red-purple, embroidered with monsters, birds, and scroll- 
patterns; to one of these fragments is attached a portion of edging, 
embroidered in gold, with a rude figure of a saint, on a purple ground : 
Sicilian, 12th century. A piece of silk and gold tissue, lilac purple 
with fleurs de lys; 13th century. A piece of dark-blue silk, with a pat- 
tern in yellow, consisting of centre ornaments surrounded by four 
crowned birds; probably Sicilian work of oriental design, at the end of 
the 13th century. A piece of silk, crimson, embroidered with a pattern 
of violet and green, consisting partly of flying dragons; Saracenic 
work, 13th century. Another, damasked with a pattern in which 
occur leopards and eagles pouncing on antelopes; Sicilian; 13th cen- 
tury. Another, the ground rose-coloured; with a pattern in green and 
gold of palm trees, beneath which two female demi-figures are holding 
barking dogs, above are lions and similar demi-figures issuing from palm- 
trees ; Saracenic-Sicilian work. The whole of these productions of the 
Sicilian looms and craftsmen are of singular interest as illustrating the 
character of the art in that age and country, and have undoubtedly had 
great influence upon the state of Italian continental art. Other ex- 
amples illustrate the arts of Germany, Florence, South Italy, Saracenic 
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Spain, the Byzantine Empire in the 13th century, the Moors, and the 
more strictly Eastern nations bordering on the Mediterranean. The 
works themselves comprise stoles, towels, pouches, orphreys, frontals, 
chasubles, housings, dalmatics, copes, tapestries, &c. 

A large number of recent additions is comprised in the collection 
of gold ornaments, &c., once the property of Mr Webb, but which 
were not long since purchased, for £600, by the Museum: in the 
same case with these is a beautiful Greek head of the Tauric Diana in 
gold. Besides these, it has obtained many coffrets of ivory, latten, 
carved wood, &c., of the Medieval and Renaissance periods; a French 
Renaissance carved walnut-wood stall chair, formerly in the Soltykoff 
collection ; a coffer cabinet, richly carved, of German work, circa 1540 ; 
a cassone, of cypress wood, incised on the outside, and on the inside of 
the lid, with romantic subjects, foliage and scroll work, exhibiting very 
rich and beautiful scrolls, probably Venetian, circa 1420; a Bible with 
carved ivory plaques, inserted into its cover, of the 11th century and 
probably of Franconian work ; a folio manuscript with a rich cover of 
champlevé enamel, &c., probably of the 13th century ; various objects 
of decorative plate, jewellery, &c.; a series of twelve “old English” 
finger rings of the 17th and 18th centuries, for the most part set with 
diamonds, rubies, &c., and enamelled; ten very interesting Italian 
painted-enamel plaques of the end of the 15th century; several rare 
specimens of Majolica ware, watches, snuff-boxcs, etuis, and other speci- 
mens of 18th century “ bijouterie,” &c.; a wrought-iron pediment, 
German work; two sedan chairs, one of which was used by Lord 
Camden, the other belonged to the family of the Grand Dukes of 
Tuscany, and was employed at baptisms. 

Scarcely any object in the South Kensington collection has an 
interest superior to that which attaches to the celebrated “ Patera of 
the Casa Martelli,” a metallic mirror in a bronze frame, which has 
long been reputed the work of Donatello, although its execution pos- 
sesses many of the characteristics of the style of antique Roman sculp- 
tural art, and might, to an ordinary observer, appear to be of genuine 
classic origin. There are some reasons for believing that it is actually 
the production of the famous Florentine; at all events it remained an 
heir-loom in the Martelli Palace at Florence until the Museum obtained 
it from Roberto Martelli, a descendant of Donatello’s patron. In 
Cicognara’s “ History of Sculpture” this work is engraved and de- 
scribed. If it were conceivable that so great a sculptor as the man 
who wrought the statue of Gattamelata at Padua, would give up to 
a mere copy of an ancient design so much of his time as must have 
been spent on the execution of this patera, it would not be difficult to 
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believe that.Donatello had produced only an exquisite fac-simile of such - 
a work; and that idea might be strengthened by the fact, recorded by 
Vasari, that he made copies from antique cameos for the Palazzo de’ 
Medici, which are still in the frieze, between the windows and the 
architrave, above the loggia in the first court of that edifice. But so vast 
an amount of labour and time would hardly have been thus expended; 
and therefore it is probable that the design, though at first glance 
as antique as the execution, is original; and, it may be, Donatello’s, 
though possibly of a still later date. 

The mirror itself is of speculum metal; it is circular in form and 
about eight inches in diameter, encircled by a narrow frame or mould- 
ing of gilt-bronze, with a beautiful scroll ornament surrounding a 
Medusa’s head, in high relief, affixed at the summit, serving to hold 
a ring for suspension. On the back of the mirror is a composition 
more highly finished than any antique gem we have seen. The subject 
is described to be an allegory of “ Fruitfulness,’’ and may have been 
suggested by an ancient’cameo. The principal features of the design 
are half-length figures of Silenus and a Bacchante, beneath which, in the 
front, is a large mask, of striking and animated expression, surmount- 
ing a tablet inscribed :— 

“ Natura fovet 


quz 
Necessitas urget.” 


The “ qu” is probably to be read with both lines. 

The Bacchante is represented as milking her exuberant breast into a 
horn, or rather rhyton. The extraordinary elaboration of this piece of 
sculpture may probably be conceived when we say that the rhyton, 
which, as represented, does not exceed the third of an inch in diameter, 
is a marvel of workmanship. It terminates in a demi-griffin, “ collared,” 
as heralds say, with silver; the mane, the claws, the muscular. limbs of 
the monster, no less than its sharply-pointed ears and the fleshy texture 
of its body, are wonderfully given. Equally beautiful is the foliage scroll- 
work of the body of the rhyton; this is boldly and clearly cut, and, its 
appearance in perspective, as the surface upon which it is placed recedes, 
is given with singular felicity. The rim for the lip is gilt. The 
shoulders of the Bacchante are bared, and it is impossible to conceive 
anything more true to nature than the fleshy look of her body, with 
its exuberant forms and look of full womanhood. She has placed her 
thyrsus beside her to take the horn, and this article shows no less ela- 
boration than more important parts of the composition. So delicately 
are the hands of the figure wrought that their very nails show even 
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more detail than is generally found in statues of the size of life. With 
all this the character of mere elaboration does not present itself as pre- 
dominant in the work; what strikes the observer with the greatest 
force is the “ realism” and softness of the naked portions of the figures. 
Silenus is represented in the manner familiar to all students of the 
antique, he is seated and holding up his left hand, with the second and 
third fingers folded down upon the palm. In the background are vine- 
branches, trophies, &c., and a terminal figure that is playfully bound 
round with a festoon of foliage. Many of the details are damascened and 
inlaid with minute and beautiful foliated ornaments in gold and silver. 
The Register number of this work, by which alone it can always be 
traced in the Museum, is 8717; the price paid for it was #600. 
Another recent addition to the Museum, at present in a case in the 
west cloister of the south court, is also ascribed to Donatello, and certainly 
does, in many respects, resemble his productions. This is an a/to-rilievo 
in bronze of “ The Entombment of Christ,” the figures being about a 
foot high and executed in the dry yet “romantic” manner which the 
master did so much to make acceptable to that world which had, 
before his time, been contented with works produced in quite another 
spirit. Donatello might well be termed the precursor of Michael 
Angelo by those who took into corisideration the freedom and spirit of 
his designs. In this “ Entombment,” as in the famous “ St George,” 
now placed in the exterior of the Or San Michele, Florence, which 
Donatello executed for the Guild of Armourers of that city, and of 
which casts are in the Museum at South Kensington and at the 
Crystal Palace, there is something common to both. The “ proud and 
terrible impetuosity” of the latter is as vigorously expressed in one 
way as the demonstrative grief of the subordinates of the composition 
before us is inanother. In both, the forms are almost ascetic, so severe is 
the character of the flesh, which in the work known to be by Donatello 
is curiously different from that of the mirror above described—and almost 
as much so from the style of the sculptor’s contemporary, Lorenzo 
Ghiberti. The design of the “ Entombment” bears a great resemblance 
to one of the groups of the famous bronze pulpit rilievos in S. Lorenzo, 
Florence, which were begun by Donatello and finished by his pupil 
Bertoldo. The sketch now in the Museum was formerly preserved in the 
Palazzo Mocenigo di San Luca, Venice, whence it was recently obtained 
by M. Armand Bashet, of Paris. If it were not for the great disproportion 
of the seated figure of the Virgin to the Christ she holds on her knees, 
few critics would hesitate to ascribe this work to Donatello. This 
disproportion is more marked between the Virgin and the minor figures 
of the composition. The custom which prevailed in sculpture, as in 
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other branches of art, of representing the figures of the chief personages 
in a sacred composition on a larger scale than their subordinates was 
little affected in Italy so late as the time of Donatello, and the differ- 
ence of scale between the Virgin and her Son in this work certainly 
requires explanation. On either side of the Virgin stand St John and 
St Mary Magdalene, both of which are designed with extraordinary 
passion; St John, who is turning away weeping, is exceedingly grand 
in pathos, and beautifully expressive in the “ consent ” or thoroughness 
of the action in all his limbs. The facial expressions are admirable, 
and, in a somewhat exaggerated way, express the demonstrative grief 
which is sought to be represented. For beautiful points of execution 
we may refer to the flesh in general, as showing wonderful knowledge 
of form, and especially to the treatment of the torso of Christ, whose 
left arm hangs down, relaxed, and with the hand supine and re- 
verted. Regarding this work as a whole, we confess to an inclin- 
ation to attribute it to a pupil of Donatello, probably Bertoldo, rather 
than to the master himself. There is abundant knowledge and much 
feeling displayed in it, but it lacks that completeness of arrangement 
as well as of execution which is characteristic of one of the most 
laborious sculptors the world has known. We say this, recognizing all 
that may be stated on behalf of the bronze as being a sketch and a 
cast @ la cire perdue. But great masters’ sketches are not incomplete 
in the sense in which this work is so: for one example of this principle 
we may cite the incomparable studies by M. Angelo which are now in 
the east cloister of the north court at Kensington. In the studies as 
well as in the completed works of masters of the second order we often 
find disproportions, they are indeed characteristic of such productions. 

Next in chronological order to this bronze is a bust in terra-cotta 
of extraordinary interest, probably with justice attributed to Andrea del 
Verrocchio, the master of Leonardo da Vinci, and one of the greatest 
sculptors that ever lived. So great a sculptor was Verrocchio that we 
should be glad to see a collection of casts from his works included in 
the Kensington Museum, and we are quite sure our artists would 
be gainers by a careful study of-their characteristics. Verrocchio’s 
equestrian statue of Bartolommeo Colleone, of which there is a cast at 
the Crystal Palace, is the most magnificent work of its kind in the 
world. This terra-cotta bust stands at present on a bracket on the 
east side of the north court, its register number is 8714. It re- 
presents a middle-aged and energetic-looking man, who carries his 
head up and looks well forward at the spectator. Like a similar 
bust which is now placed as a pendant to it, and which is pro- 
bably by the same hand, this terra-cotta is remarkable for the fidelity 
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and minuteness, yet perfect freedom with which its surface and all its 
details are treated. The pendant represents an older man, and it is 
worth while to examine the two busts together, so that we may learn to 
appreciate the skill of the artist who with such admirable success dealt 
with natural forms and surfaces. In 8714 we observe the thinly-drawn 
skin with its fine lines about the eyes and the nostrils, the breadth 
of the jaw at the back and the pointed shape of the chin—character- 
istics as these are of the tenacity as well as of the sensitiveness and 
refinement of a citizen of an Italian republic in the Middle Ages. In 
both busts the excess of intellectual, and comparative want of physi- 
cal power appear to be indicated by the large size of their heads com- 
pared with the shoulders. These shoulders seem to be such as are 
repeated in a hundred similar works, yet their proportion to the heads 
was probably permanent and based upon observation. 

In further illustration of the character of these heads let the student 
of national life, no less than the artist, observe the flat cheeks of the 
first-named bust and the forward ears of both; the latter are left unco- 
vered by the hair, and seem as if their sense was alive to everything that 
passed. Both heads have an air of self-assertion differently expressed 
and seeming proper to the old Florentines: notice the half-sneers upon 
their lips and nostrils and the supercilious veiling of the eyes of the 
elder man by their broad and drooping lids. The crisply curled hair, 
the broad jaw, the square brow—which is nearly as wide as the cheek- 
bones are—of the younger person mark him as possessed of a stronger 
will than that of his companion, whose raised eyebrows give an aspect 
of affected considerateness of temper that is highly characteristic. The 
remains of colour upon both these works prove that they were origin- 
ally painted to resemble life: within the folds of the dresses, where the 
surface of the terracotta has been fully protected, red of a deep dahlia 
colour is observable ; upon the flesh are many indications of the painting 
which was doubtless at one time in perfect keeping with the morbidezza 
of the surfaces, and must have imparted a striking and expressive 
appearance to the works while they were uninjured. How it added to 
their life-like aspect may be surmised when we examine the still remain- 
ing painting of the irides in both busts; this shows how carefully and 
artistically they must have been coloured throughout. In the newly 
acquired example, which has a somewhat haughty character, the eyes 
level their glances forward with some asperity, the converging lines of 
the natural iris are represented with the greatest care and delicacy, 
and with a success which must appear astonishing to those persons who 
are acquainted only with the modern manner of colouring statues and 
wax figures. On the right arm of the older man is an inscription, 
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apparently much injured, and suggesting the more than questionable 
reading ‘‘ Lomerito Julio.” This work comes from the Gigli collection. 

It is interesting to compare the style of these busts with that of 
other works executed in Italy at periods not far removed. No. 7591, 
for instance, ascribed to Desiderio da Setignano, a beautiful bas-relief 
with much of that conventional character which reigned so long a time 
in works having sacred subjects, Naturalism is more apparent in the 
lovely figure called a kneeling Virgin (Register number, 7559), ascribed 
to Matteo Civitali of Lucca, a pupil of Jacopo della Quercia, with its 
rounded and simple forms still retaining so much of monumental cha- 
' racter. It appears to us that this statue once formed part of a family 
group onatomb. The terra-cotta busts resemble the work of Rossel- 
lino in some points of surface; see the “ Virgin and Child” ascribed 
to that master, No. 4233, in the adjoining cloister. 

The next work which comes under our notice as a recent acquisition 
to the Museum is a group in terra-cotta, a “ Pieta.” The Virgin holds 
the body of Christ upon her knees, St John and the Magdalene are 
placed at her side, respectively at the head and feet of the Saviour. Be- 
tween the date (circa 1500) of this work and that of those above 
mentioned, art had entered upon a new phase, and the naturalism 
so visible in the earlier examples had become conventionalized in its 
expression and, to a certain extent, in its forms also, The severity and 
more than mortal dignity of the early Italian school had given place, in 
the interval, to the most obvious imitation of life, which, in the case before 
us, presents itself as something commonplace, without however being 
merely vulgar. The Virgin is an elderly woman dignified by her grief, who 
laments the loss of her Son in a manner which is pathetically truthful but 
simply natural, and unelevated by the poetic and even ascetic thought 
conceived to be proper to the subject by ancient sculptors. There is 
something even grotesque in the faces of St John and the Magdalene, they 
“cry” as ordinary human beings do. More of a statuesque character is 
given to the figure and face of the Virgin—in which some remnants of 
the ancient traditions of art might linger—than to those of the saints 
or of Christ himself. Christ lies stiffly athwart the knees of the seated 
Virgin. Here it is interesting to observe a similarity between the design 
of the group and that in the picture by Francia (who died in 1517), 
“The Virgin and two Angels weeping over the dead body of Christ ” 
(No. 180 in the National Gallery). In both, the subordinate figures 
do not fairly support the body of Christ, but merely seem to do so. 
In the terra-cotta group the Virgin does not hold the slackened arm of 
Christ to her breast or to her lips, as a passionate nature might prompt, 
but simply raises it with one hand, while the other is in an attitude of 
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lamentation. The features of Christ are of the somewhat common 
type that marks the middle Italian school of sculpture. The realistic 
imitation of the artist’s model is palpable in the manner in which the 
anatomical peculiarities of life, rather than of death, are reproduced, 
e. g. the flexor muscles of the trunk are in full action, as if the figure 
kept itself, by their power, in its position. Michael Angelo made his 
Christ, in the famous “ Pieta” of St Peter’s, really dead, and imparted 
somewhat of an antique character to its forms, while he retained so much 
that is obvious and natural. There is nothing of this sort here. The 
draperies are fine and broad, although somewhat academical in style. 

We may conclude by specifying two lately-purchased works, note- 
worthy, though of less importance than the above. 1. A life-sized bust 
of a young girl in marble, of Italian 17th-century work ; a most grace- 
ful and highly finished production, probably by Algardi. 2. A tazza 
of the rare faience de Henri II., of which it will be recollected that only 
between 50 and 60 specimens exist. This is the well-known piece from 
the Soltykoff Collection ; it was acquired from Mr J. Webb, at the price 
which it realized at the Soltykoff sale—#450. It is thus described by the 
writer of the catalogue of the Loan Collection of last year: “ No. 1219, 
Drageoir (small oval cup or tazza with cover). This beautiful piece, in 
the most perfect state of preservation, is the only one of the type re- 
maining to us, with its cover complete. The body and cover, which are 
nearly similar in shape, form, when together, a flattened oval spheroid, the 
two halves separated by a flat bend of minute inlaid aresbesques in the 
centre. The foot or stem is dome-shaped, and enriched with two pro- 
jecting scrolls with marks in relief; the underside of the body and the 
outside of the cover are richly encrusted with the usual interlaced orna- 
ments, over which is ‘appliqué’ a series of flat raised ribs, radiating 
from the centre to the circumference, each containing an open cusped 
panel ; these ribs are enamelled green. On the cover are various marks, 
&c., in relief, and two small figures of frogs, enamelled green, and the 
summit is crowned by a figure of a lion couchant on a pedestal, the lion 
being in buff-coloured clay. Both the lid and the bowl of this piece 
are ornamented with encrusted work in the interior of the bowl with an 
elegant cartouche, enclosing the three fleurs de lys of France, and the 
cover with a beautiful female profile bust with an elegant head-dress. This 
latter design, which fills the entire space, was evidently incised by hand, 
and is drawn in a masterly manner. It is worthy of notice that this and 
the cover of a tazza in the possession of M. B. Delessert, are the only 
two pieces on which the human figure, on a large scale, occurs in the in- 
laid process, Length 6} in., width 3 in., extreme height, 6} in.” 
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Curistian III. of Denmark ascended a throne on which his 
cousin had earned for himself the title of “the Nero of the North.” 
He not only soon gained the good opinion of the subjects, associated 
himself with men of letters, and established the reformed religion 
throughout his dominions, but carried out his praiseworthy idea of 
printing a Bible in the Danish language worthy of the nation, and for 
this purpose invited Ludwig Dietz, the celebrated printer of the Liibeck 
edition, to Denmark to execute his laudable project ; and well pleased 
must the King have been with the typographer’s efforts, for the Bible he 
produced is a fine specimen of his art. The type is precisely the same 
as that used for the German model, and the paper by the same manu- 
facturer, but it is somewhat singular that in the copies of each edition 
preserved in the King’s Library of the British Museum, the paper- 
maker’s monogram only appears in the first sheet, both form the P. R., 
and the other water-marks are very similar. 


The whole of the wood- camaebernn Ue. 
cuts designed by Jacob : ; 
Binck and Erhard Altdor- 
fer are likewise used, the 
only difference being that 


instead of only repeating 
the title, which is illus- qb 
trated with representations 


of the Fall and Redemp- 
tion of Man, twice, as in 
the earlier book, it appears 
once more in the later one 
in place of the fine speci- 
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men of text serving as a title 
to the prophets, which has 
Altdorfer’s* monogram at 


the termination of 
a scroll at bottom, a 
which is made to ap- 

of pear almost to form a part 
of the same ornamentation. 


The same type and blocks 
were used also for the New 


Copenhagen, danish, 1550. 


Testament printed at Rostock in 1540. 

All that was wanting then to give a national inspiration to the 
King’s noble exertions was the introduction of his own portrait and 
arms, which Jacob Binck so well furnished. This portrait is here given 
in facsimile, and it will enable the reader to form some idea of the 
power of the artist, as it is not only full of fine character, but treated in 


a broad and masterly manner, which reminds one of Titian. The arms 
are as follows: 


Quarterly ; 


1st. Or semée of hearts gules, 3 lions passant guardant azure, 
crowned or, [Denmark. } 
and. Gules, a lion rampant crowned, or, holding by his four paws 
a Danish axe, arg. the handle curved, of the second. [Norway.] 
3rd. Azure, three crowns or. [Sweden.] 
4th. Or, a lion passant guardant azure, in chief, and in base 9 
hearts, gules, 4, 3, and 2. [Slavonica.] 
Surmounted by a Cross argent, fimbriated gules. [Oldenburg.] 
Over all an inescutcheon, quarterly ; 

Ist. Or, two lions passant azure. [Iceland.] 
and. Gules, three carnations, springing from the points of an 
escutcheon, arg. and the three leaves of the same springing 
between them. [ Holstein. } 

3rd. Gules, a swan arg. its neck encircled by a crown, or. 
[Schleswig.] 
4th. Or, two bars gules. [Delmhorst. ] 
Beneath the whole, in base, gules, a wyvern or. [Sclavonia. ] 


The shield is enclosed in a frame of gothic ornament enriched with 


example. 


* Altdorfer sometimes formed his initials in a different manner to the above A 
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lions’ heads and festoons of fruit, and has the nude figure of a man on 

each side supported by the frame-work of the design, with an inscription 

on a tablet beneath, “INSIGNIA CHRISTIANII DANORUM 

REGIS, &c. ANNO M.D.L,” and lower down a second and smaller 
tablet inscribed “ VNICA SPES MEA CHRISTVS, C. R. D.” 
Binck’s monogram appears to the right at top, and the date 
“1550” on the other side. 

The King’s anxiety on the subject of his portrait and arms may be 
gleaned from the translation of the letter which is given in full in its 
place, after a summary of the prior correspondence respecting Binck 
and his Royal patrons, which is published in full in the Nye Danske 
Magazine. Bartsch in the eighth volume of the Peintre-Graveur gives 
a French translation of the letter taken from the German one which 
appears in the ‘ Neue Miscelansen,” and which is all that he says of 
the woodcuts, for he had never seen them. 

Little is really known of the painter’s early history. The place of 
his birth is most likely to have been Cologne, from the fact of his 
calling himself “ Coloniensis ” in one of his engravings on copper, the 
first plate of the mythological gods and goddesses in niches, copied 
from Giacomo Caraglio; and his not being much noticed by Ger- 
man writers in comparison with what has been done for his master, 
Albert Diirer, is perhaps owing to his leaving his country early in life 
on being appointed portrait painter to Christian III., for it is evident 
that he was in his Majesty’s service prior to 1546, although absent 
that year with his Majesty’s sanction; for in the first of the above- 
named letters which is addressed to Christian III. by Albert of Brand- 
enburg, and dated K6nigsberg, 21st January, 1546, the Duke expresses 
his wish to have the King’s portrait, his consort’s, and those of his 
children, and begs his Majesty to allow himself and family to be painted. 
The next letter is the King’s answer to the Duke, dated Aarhuus, 
the 4th of March, 1546, wherein his Majesty states his willingness to 
oblige the Duke in the matter, only that his counterfeiter (portrait 
painter), whom he had some time before sent to the Duke, was not 
returned; and therefore begs the Duke to send Binck back, when 
the. wished-for portraits should be prepared and engraved* for him. 
These letters fully testify the King’s appreciation of Binck’s abilities at 
that time. 

The same year, 1546, dating from Kénigsberg the roth of April, 
Albert of Brandenburg again writes to Christian III. informing 


* There is a very fine portrait of Christian engraved on copper by Binck which 
Bartsch has given to Lautensack. 
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him that the young King of Poland, Sigismund Augustus, had com- 
menced building a new palace at Wilna in Lithuania, for which he 
wished to have, among other things for its decoration, the portraits of 
the King and his family, and requesting that they should be furnished 
by his Majesty, whereupon the King, in a letter dated Kolding, the 6th 
of June, 1546, answers the Duke, that he willingly would have sent to 
the King of Poland the portraits wished for, but as they were not ready, 
and his Majesty’s counterfeiter, Jacob Binck, whom he had some time 
before sent to the Duke, had not yet returned, he must rest contented 
until Binck came back and painted them. 

From the foregoing correspondence we learn that the King had 
several times begged Albert of Brandenburg to allow his portrait painter, 
Jacob Binck, to return again from Ké6nigsberg, but always in vain, 
whereupon the King now wrote to Binck himself, and commanded him 
in the following letter to appear without delay. 


“To Jacob Pinck, H. M. Portrait Painter, that he 
may immediately come from Prussia to this 
Court. Dated Copenhagen, 10 July, 1547. 


“Christian, &c. Dear and trustworthy, since we have oftentimes 
permitted ourselves to write to thee, that thou shouldest again return to 
us,” &c. 


The letter concludes by the King commanding Binck to return to 
Denmark without delay or excuse. 

In the mean while, before the King’s letter could have reached 

Jacob Binck, his Majesty received another from the Duke, dated the 
13th July,1547, in which he exonerates Binck from any blame for his 
long absence, by saying that it was entirely his (the Duke’s) own fault, 
who had given him so much work to do. 
_ Two letters followed from the King to the Duke, the first on the 
30th of July, the second on the 14th of September, 1547; showing that 
Binck was still at Kénigsberg, and the King in both instances insists on 
his speedy return, The Duke in reply to the second letter writes from 
K6nigsberg, the 6th October, 1547, to the intent that he thinks that 
his Majesty should still allow Jacob Binck to remain with him until 
he had finished the work that he was then engaged upon, and offers 
any of his own servants to be placed at the King’s disposal in the 
like manner. 

Finally the Duke, in another letter to the King, dated Copenhagen, 
March ist, 1548, gives his Majesty to understand that Jacob Binck 
was now prepared for his homeward journey to Denmark, and on his 
arrival would deliver to his Majesty a copy of the work which he had 
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completed at Kénigsberg; and mentions at the same time that Binck 
had promised him (the Duke) that with the King’s permission in a 
short time he would proceed to the Netherlands, there to superintend 
the building of a monument to his late wife.* 

The same year Albert of Brandenburg wrote also to John (Hans) 
the elder, of Schleswig Holstein, with the intimation that Christian 
III’s portrait painter was then on his journey to Denmark, and 
would deliver to him a copy of the work which he had prepared for the 
Duke in K6nigsberg, with the desire that he would accept it in re- 
membrance of his late wife. 

After Jacob Binck had returned to Denmark, the King received a 
letter from Albert, dated K6nigsberg, 14th June, 1548, announcing that 
with his Chancellor Claus von Gadendorff he sent to his Majesty, 
according to his desire, some portraits, and reminding the King of his 
promise, that he would send back his portrait painter, Jacob Binck, that 
he might proceed to the Netherlands to execute his wife’s monument. 

In 1548 the King, in a letter dated Callingsberg, 24th July, renews 
his promise respecting Binck’s projected journey to the Netherlands, 
and intimates that he shall go as soon as he had finished the employ- 
ment he had on his hands at that time. 

After this time we find that Jacob Binck was in the suite of the 
Royal Princess Anne of Denmark at the celebration of her marriage in 
Saxony, on the 15th June, 1549, with Duke Augustus, who afterwards 
became Elector of Saxony. 

From a letter from Jacob Binck to Christian III., dated 15th 
June, 1549, it may be concluded that with the King’s permission, he 
left Saxony to proceed on Albert of Brandenburg’s errand, to erect the 
monument to his wife as mentioned before, and for that purpose travel- 
led to the Netherlands, and the King expected that after the expiration 
of four weeks he would return to Copenhagen. It however appears 
that he did not make his appearance at the Danish Court at the time 
appointed, from the following letter, which, as it particularly refers to 
the illustrations of the Bible, is here given in full. 


“His Majesty to Jacob Pincken, directing him to 
cause his Majesty’s portrait and the royal arms 
to be drawn and engraved for the Bible, and 
to return at once. Actum Coppenhagen, den 
lij. Octobris, anno 1549. 


* His Consort Dorothy was the Danish King’s eldest sister, which in some measure 
accounts for their close intimacy. 
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“ Christian, &c. We have long expected your arrival here from the 
term of your last letter ; the reason of your not coming is unknown to 
us. And as the Bible is now about to be printed, which we hope to 
complete, with God’s help, at Coppenhagen, we earnestly desire that you 
will draw our portrait in the best manner on the accompanying [en- 
closed] block, and cause our arms to be engraved thereof also. Be 
careful to ensure the services of persons natives of the place for the pur- 
pose. All charges that shall be necessary shall be satisfied. 

“You will also provide, that it may be forwarded here as soon as 
it is finished, for the printers wait thereof, and must soon leave this 
place. For it is necessary that the portrait and arms be printed and 
placed on the front of the Bible. 

“You will use all diligence in this, and get it finished as soon as may 
be possible, and forward it hither at once. 

“ Do this for our Grace, and all good toward you. 

“ Datum p.” 


Although Binck is here authorized to employ another person to cut 
the block, it appears to be the fixed opinion of most writers on the 
subject, among them Dr Hagen and Fiorillo, that he engraved it 
himself. The fact of his being acknowledged by early authorities as one 
who ranked among the most celebrated artists of his age in “ cutting 
figures in wood” goes far to confirm the point, added to which the 
boldness and vigour of the execution of this one would countenance 
the belief that he did it himself. Again, an artist who could practise 
that peculiar art with felicity, would hesitate in trusting a fine drawing 
of his own to other hands for engraving, particularly one of such im- 
portance as a portrait of his Royal patron; and it has also been said 
that Binck wished to show the King that he could accomplish the 
mechanical portion of his commission with dexterity equal to that he 
had exhibited in other branches of his profession. 

The contention among Binck’s Royal admirers for his services seems 
to have ended in his settling at KGnigsberg in the service of Albert 
of Brandenburg, where he ended his days in 1568 or 1569, after 
having been employed in a variety of ways, such as planning fortresses 
and redoubts, supplying designs for monuments, &c., and occasionally 


painting the portraits of his friends ; which his diversified talents fitted 
him for. 


G. W. Ret. 





EARLY CHRISTIAN GLASS. 


Tue British Museum has recently acquired a collection of Christian 
Glass, which, though not composed of many specimens, may be con- 
sidered a large one for the class of antiquities to which it belongs. A 
brief description of this acquisition may be acceptable to the readers of 
the Fine Arts Review. 

For many years great interest has been felt in the Catacombs of 
Rome and their contents. Intimately connected as they are with the 
early history of Christianity, with the struggling Church and her 
martyrs, it is not surprising that the relics derived from them should 
have been, and still continue to be, much valued. Among these there 
are few more curious than the fragments of ornamented glass. They 
consist of portions of vessels with designs in gold leaf enclosed between 
two layers of glass, and thus protected from the destructive effect of 
time. They may be divided into two classes, viz. 1st, The larger 
medallions, apparently the bottoms of shallow bowls, in which the 
designs have clear white glass backgrounds, with touches of colour in a 
few rare instances on the dresses. 2nd, The smaller medallions, pro- 
bably from the sides of vessels, in which the backgrounds are coloured, 
the tints being generally blue, violet, green, or amber-colour. 

These fragments are found stuck externally into the mortar with 
which the loculi or tombs were closed ; they seem to have been generally 
inserted in a fragmentary state, the sides of the glass bowl having been 
occasionally trimmed off with care so as to leave a circular medallion. 
Glass vessels entire are also to be found fixed in the mortar, but they 
are of different form, being deep cups or bottles of plain glass, and 
appear to have been intended for liquids. It is about these that so 
much discussion has been raised in recent times, as to whether they 
contained wine or the blood of martyrs. 
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The object of fixing the gilt glass on the outsides of the tombs has 
never been explained, unless for mere ornament ; nor has it been satis- 
factorily decided to what use the vessels from which the fragments are 
derived were applied ; their form does not fit them for chalices, and the 
inscriptions and occasional pagan subjects do not accord with such a 
use. The best suggestion seems to be that they were for the Agape, or 
love-feasts of the Christians, which are known to have been held at the 
tombs of martyrs. Another difficulty has not been solved, which is that 
they are not found anywhere but at Rome, and there only in the 
Catacombs. 

Although noticed in all the works which treat on the Catacombs, it 
is in Buonarotti’s Osservazioni sopra alcuni vetri antichi that we first 
find them described at any length; but his engravings are not very 
satisfactory. Several plates in Peret’s great work on the Catacombs are 
devoted to these medallions, where they appear in all the splendour of 
gold and colours; the accuracy, however, of the drawings is by no 
means equal to their magnificence. The most comprehensive and 
correct work on the subject is that by Padre Garrucci of Rome, 
Vetri ornati di figure in oro. (Rome, 1858.) In this monograph the 
author has brought together all the known specimens, having 
had fresh drawings made from such as were still to be found in collec- 
tions, and reproducing the engravings or drawings of such as had 
disappeared. 

Padre Garrucci’s work comprises 318 specimens of unquestionable 
genuineness, and a few which he regards as forgeries. The distribution 
of these remains at the time at which his work was published was as 
follows :— 

Public Collections :—Vatican, 151 ; Florence Museum, 17; British 
Museum, 16; Collegio Romano, 13; Museum at Pesaro, 9; Propa- 
ganda, 7; Bologna Museum, 6; Bibliothéque Impériale, Paris, 4; 
Louvre, Paris, 2; Cabinet of Antiquities, Vienna, 2; Vallicella Library, 
2; Avignon Museum, 1. Total, 230. Private Collections :—Counts 
Matarozzi of Urbania, 17; Depoletti, Rome, 4; Fould, Paris (since 
dispersed), 3; other collections, 6. Total, 30. 

The remaining 58 specimens were only known to have existed from 
drawings or prints, and the originals had been lost sight of or perished. 
Since the work was published a few, belonging formerly to Baron 
Recupero, of Sicily, have been brought to light. 

Among the specimens enumerated above as being in private collec- 
tions, there are none of any importance excepting those belonging to 
the Matarozzi family, well known from the engravings of San 
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clementi’s work, “Numi selecti Musei Sanclementiani.” Rome, 
1809; the rest being either very small or mere fragments. 

It is this collection of the Counts Matarozzi which has been 
recently acquired by the Trustees of the British Museum, and its im- 
portant character will, we trust, have been shown by the details given 
above. 

The collection in the British Museum had been formed partly from 
the earlier acquisitions of the Museum, but principally from that of the 
late Baron von Bunsen; with the exception, however, of the smaller 
pieces with coloured backgrounds, it did not contain any very remark- 
able examples, owing to the fragmentary nature of the specimens. . To 
the 16 published in Garrucci’s work should be added two, not noticed 
by the learned Padre; four other specimens were obtained at Rome, by 
J. C. Robinson, Esq., of the South Kensington Museum, and presented 
by him in 1860 to the British Museum; bringing the number up to 
22. By the acquisition of the Matarozzi Collection, the total aggregate 
becomes 39, and the Museum attains the second place both in number 
and in the quality of these remains. 

A second place is as much as can be expected or indeed desired. 
The Vatican is the natural place of deposit for these curious relics, found 
under the soil of Rome; and as such objects do not appear to have been 
discovered elsewhere, it is natural that they should have been preserved 
in the older private collections of Rome, which were brought together 
to form the Museo Christiano. These gilt glasses do not seem to 
be often found in recent times, and by a law strictly enforced, every- 
thing now discovered in the Catacombs passes into the Papal 
collections. 

So much for the number of these curious relics, and for the collec- 
tions in which they are to be found. It may now be well to consider 
the subjects figured upon them and their importance as works of 
Art. 

These representations have a peculiar value from their genuine 
nature. Fresco paintings may have been restored or meddled with 
both in ancient and modern times, but these designs are protected 
from destruction by the vitreous coat with which they are covered, 
and are from their nature exempt from all tampering. Their small 
size, moreover, fits them to be taken into foreign lands, and to be 
the representatives of the earliest Christian art in countries to 
which neither the paintings nor sarcophagi could conveniently be 
carried. 


The range of subjects is not very great, and from the nature of the 
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work they are treated in a simple way without background or a multi- 
plicity of figures. 

The subjects from the Old Testament are as follows :—The Tempta- 
tion of Adam and Eve, Noah in the Ark, Sacrifice of Abel, Moses 
striking the Rock, the Spies, Tobit and the fish, the Fiery Furnace, 
Daniel and the Dragon, History of Jonah, and the sacred ornaments 
in the Temple, especially the golden candlestick. 

Among those from the history of the New Testament is the Pastor 
Bonus, Bust of Christ, Miracle of Cana, Miracle of the Loaves, Raising 
of Lazarus, the Paralytic Man. 

The subjects from early Christian history comprise figures of St 
Peter and St Paul, in a few cases accompanying the Virgin, early 
Roman bishops and saints, such as St Timothy, St Xystus, St 
Agnes, &c. 

There are a few subjects of a domestic character, such as portraits 
of men with their wives and children; sometimes with, sometimes 
without, the Christian monogram. Others of pagan, or at any rate 
not avowedly Christian, origin, viz. representations of coins, the three 
Monete, Dedalus, chariots and games, Pagan divinities, animals and 
inscriptions. 

The period to which these objects may be referred is probably the 
third and the fourth centuries after Christ. From the occurrence among 
the designs of representations of coins of Caracalla, it has been con- 
jectured that some of the specimens are as early as the reign of that 
Emperor. Buonarotti was disposed to assign them chiefly to the time 
of the Gordians and two Philips; but among the designs are repre- 
sentations of S. Vincentius martyred in Spain, under Dacian, and of 
Marcellinus, Bishop of Rome, put to death under Diocletian. Moreover, 
the costumes of some of the figures and the peculiar names and ortho- 
graphy, indicate a date not earlier than the fourth century. 

From the period to which they belong and the nature of their work- 
manship, these little pictures possess no great merit as specimens of art. 
They exhibit moreover occasionally what must be looked upon as mere 
blunders of the workmen employed in making them. For the history 
of Christian Iconography, however, they furnish us with very precious 
materials, fully compensating for their rudeness and want of merit in 
an artistic point of view. 

The most remarkable specimens in the Matarozzi Collection are 
the following :— 

1. A circular medallion, 34 in. in diameter, engraved in Garrucci, 
Pl. iii. fig. 13. It represents Daniel and the Dragon. The subject 
is in a square panel: at the extreme right is seen the head of the 
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Dragon, rising apparently from rocks: Daniel, in a short dress, is giving 
the cake of pitch, fat, and hair to the Dragon, and turns his head 
away so as to face the spectator: behind him is a figure with nimbus, 
clad in a longer dress, which he holds up with his left hand, while with 
his right he extends a staff towards Daniel. This figure is identical 
with that of Christ when working miracles, as represented in other 
specimens of Catacomb glass: for instance, in the raising of Lazarus 
(Garrucci, Pl. viii. fig. 7), and it may perhaps have been introduced to 
mark the divine protection and influence under which Daniel acted. 
This medallion furnishes us with the only complete representation of 
the subject to be found in the Catacomb glasses, and it explains several 
medallions of the smaller variety with coloured grounds, where a figure 
is to be seen holding a cake. This has been erroneously explained by 
Padre Garrucci as one of the three kings or magi, a subject not found 
on this class of Christian art. It has been already suggested that the 
smaller medallions were inserted in the sides of glass vessels; by adding 
two other medallions, one with a dragon, and the other with a figure of 
Christ with a staff (both of which occur), the subject would be rendered 
complete. 

2. Medallion, 3 in. in diameter, representing Moses striking the 
rock, engraved in Garrucci, Pl. ii. fig. 10. This is the only large 
representation of the subject on the Catacomb glass. Moses is repre- 
sented in the ordinary Roman dress, striking the rock with a wand; 
below the stream of water an Israelite is bending on one knee. Around 
is inscribed HILARIS PIE ZESES CVM TVIS IN DEO: “Drink, Hilaris, 
may you live with yours in God.” There is a singular symbolical treat- 
ment of this subject, engraved in Garrucci, PI. x. fig. 9, where St Peter, 
with his usual tonsured head, takes the place of Moses, and for fear of 
error, his name is introduced at the side. 

3. Medallion, 4in. in diameter, with busts of St Peter and St Paul; 
Garrucci, PI. xii. fig. 4. The two saints have peculiar tonsures, differing 
from those now used in the Roman Church: between them is a figure 
of Christ, youthful and beardless, holding a crown over each of them. 
The inscription here is BICVLIVS DIGNITAS AMICORVM VIVAS PIE 
zEsEs: ‘“Viculius, an honour to your friends, may you live. Drink 
[and] live.” 

4. A large medallion, 5 in. in diameter, representing St Peter and 
St Paul seated in chairs, with a wreath between them. Garrucci, 
Pl. xiv. fig. 4. 

5. Acircular medallion, 33 in. in diameter; divided in two by a 
horizontal line. Garrucci, Pl. xvii. fig. 2. In the upper part are four 
beardless figures standing between columns and holding rolls: the 
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names of only three of them are preserved, viz. PAVLUS, sYSTVS, 
LAVRENTEVS. In the lower compartment are three busts. That in 
the centre is an aged tonsured head, mis-named cristvs; the other 
two are inscribed 1ppotitvs and TimoTEvs. The word Cristus may 
possibly be a mistake for Calistus. Of these personages, St Hip- 
polytus suffered martyrdom in 257, and St Sixtus and St Laurence in 
the following year. 

6. A remarkable medallion, 33 in. in diameter, with a square panel 
enclosing a bust of the Saviour, beardless, and with hair short in front 
and hanging down behind, so as to rest. on the shoulders in large 
masses. At the corners are four beardless busts. Garrucci, Pl. xviii. 
fig. 1. 

7. A fragment with another bust of the Saviour enclosed in a circle, 
and represented as the last. Around are the remains of an arcade, which 
has been supported by six columns, with draped figures between them. 
Garrucci, Pl. xviii. fig. 2. 

These two specimens seem to furnish the best representations of the 
Saviour to be found on the Catacomb glasses, and are of great value in 
an iconographic point of view. In both cases they are inscribed cRIsTvs, 
and are without any nimbus. 

8. A medallion, unfortunately much injured ; diameter, 4 in. Gar- 
rucci, Pl. xxix. fig. 4. It represents a Roman with his wife and two 
children, all standing. Above is the inscription POMPEIANE TEODORA 
vivaTis: “ Pompeianus [and] Theodora, may you live.” Their faith 
is indicated by the monogram of Christ placed between them. 

g. A circular medallion, in fine preservation; 3} in. in diameter. 
Garrucci, PI. xxix. fig. 5, and d’Agincourt, Pittura, Pl. xii. It represents 
busts of Severus, Cosmas, and their child Lea. 

1o. A circular medallion, 4 in. in diameter. Garrucci, Pl. xxxv. 
fig. 1, and Passeri, Lucerne Fictiles, vol. ili, Pl. xcii. This is the most 
remarkable specimen in the Collection; not only from the unquestion- 
ably pagan character of the representation upon it, but also from the 
occurrence of some coloured details on the dresses. It represents busts of 
a Roman and his wife ; on their dresses are touches of an opaque dull red 
and a pale opaque blue enamel. Between them, on a circular stand, is a 
figure of Hercules with his club and lion’s skin, and holding in his hand 
the apples of St Hesperides. Around is the inscription ORFITVS ET 
COSTANTIA IN NOMINE HERCVLIS ACERENTINO FELICES BIBATIS: 
“‘ Orfitus and Constantia, in the Acheruntine, name of Hercules may 
you live (or drink) happy.” The title Acheruntinus as applied to Hercules 
is known and is applied to him in connexion with one of his labours— 
the descent into Hades to fetch up Cerberus, whom he found on the 
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banks of the Acheron. As Horace says, “ Perrupit Acheronta Hercu- 
leus labor.” Such a design would be considered appropriate on a cup 
to be used in a marriage, as Hercules was famous for his numerous 
progeny ; while there may be also some allusion to his having brought 
back Alcestis from the shores of the Acheron to her faithful spouse 
Admetus. 


A. W. FRAnNKs. 


A CATALOGUE 


OF 


THE WORKS OF CORNELIUS VISSCHER. 


BY 


WILLIAM SMITH, Esa., F.S.A. 


(Continued from Vol. I., page 415.) 


SIXTH CLASS. 


PORTRAITS. 


84. Cornelius Visscher. 

He is represented at half length, his body turned towards the right, 
but his face looking to the front. He wears a large sugar-loaf hat with 
a broad brim, his hair falls on a plain flat collar which he has round his 
neck, and he has a cloak over his right shoulder. In his left hand, 
which is placed on his breast, is a small graver. In the margin beneath 
Corn. Vischer fecit An. 1649. H. 5%, W. 3%; Sub., H. 54, W. 38. 

I. As described, the collar has less work on it. 
II. The graver effaced, and additional lines on the collar, &c. 
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85. Another portrait of Cornelius Visscher. 

Half length, directed towards the right, with his mouth open as if 
smiling. He has a cloak over his shoulders, a collar with two tassels 
round his neck, and a broad-brimmed hat on his head. In the margin 
beneath, in the centre, C. Visscher fecit A°.1651. H. 53, W.3%; Sub., 
H. 54, W. 38. 

Nagler states this to be oné of the scarcest of Visscher’s works, but 
it is by no means so. 


86. Pope Alexander the Seventh, 

He is nearly half length, full face, in a close-fitting cap, with dark 
moustaches and beard; he wears a collar turned down, and a robe 
closely buttoned up. At top, on the left, an angel, holding a tiara, is 
flying down towards him. Trees are on the left; pillars, curtains, &c., 
on the right. This print is an oval in a square border. On the oval 
border, at bottom, ALEXANDER VII.—PONT. OPT. MAX.; at top, JUS- 
TITIA—ET VERITATE. At bottom, on each side, is a winged boy hold- 
ing a wreath of fruit leading up to the Pope’s arms in the centre near 
the bottom. Beneath them eight Latin lines in two columns, Nunquam 
hoc—ora Dei, and beneath, on.the right, PIE. In the centre at 
bottom, Corn. Visscher delin. sculp. et excud. H. 12§, W. 94; Sub., 
H. 124, W. 9}. 

I. As described, before some alterations in the face, and before the 
introduction of a small shrub apparently proceeding from 
behind the wall, about half an inch above the Pope’s right 
shoulder. (This impression is probably unique, and is now in 
the British Museum. It was formerly in the Dijonval, Duke 
of Buckingham’s and Mr Beckford’s collections.) 

II. Has the shrub introduced. The muscles of the Pope’s right 
cheek are strongly marked. Above the swell of the nose is a 
small light space. 

III. With many alterations in the face, of which the most remark- 
able is that the light space above mentioned is covered with 
fine strokes. Some impressions of both this and the preceding 
states have printed under them, from a separate plate, a Latin 
dedication in four lines, to J. de la Torre. 

IV. The words et excud. effaced, and Clemendt de Jonghe excudit 
introduced. 


87. John Boelensz. 
He is represented half-length, looking towards the left, with his 
right hand on his bosom, and a skull-cap on his head; an oval in a 


square frame. A small crucifix with the Saviour on it is on the left. 
VOL. 11. 25 
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Round the oval,—r. Pp. JOANNES BOELENSZ ORD: MINOR: REG: OBS: 
OBIIT AMSTEL : XXI MAY MDCLV #£T. Lv1. In the centre under the 
oval on a shield is a cross, with two arms and hands, in one of which is 
a crucifix, and in the other a book with a scroll, on which is, saNcTI- 
TATE ET DOcTRINA. On a scroll extending across the bottom of the 
print are six Dutch lines in two columns,—Gelijckh—met gebede. In 
the centre, under these, Jacob Iansen Straetman excud. H. 11§, W.7%; 
Sub., H. 114, W. 73. 
I. Before any letters. 
II. As described. 
III. Straetman’s address effaced, but traces of it remain. At bottom 


on the left, C. de Visscher fecit, and on the right, F. de 
Wit excudit. 


88. Henderukus du Booys. 
(Companion to No. 117.) 

Neatly three-quarters length, directed to the left, pointing towards 
that side with his left hand. He is bare-headed, has moustaches and 
small beard, dark dress buttoned up, and a cloak over his shoulders con- 
cealing his right arm. In the centre, immediately under the engraving, 
HENDERVKVS DV BOoys. Lower down, in the left corner, Ant. 
Van Dyck pinxcit, and beneath, Corn. Visscher sculp. Opposite on the 
right, Edewaert de Booys excudit. H. 9%, W. 7%; Sub., H. 83, 
W. 7%- 

I. Before any letters (NAGLER). 
II. With the letters, but before Visscher’s name, and the address 
(NAGLER). 

III. Has the name of Visscher, but before the address. 

IV. As described, the address of de Booys very slightly etched. 

V. The address strongly engraved. © 

VI. The address effaced, and E. Cooper excudit inserted in place 


of it. At bottom, in the centre, E. Collectione Nobilissimi 
Joannis Domini Somers. 


89. Gellius de Bouma. 


He is seated on the left of the print, seen down to the knees, full 
face, with a small skull-cap on his head, white moustaches and large 
beard. He wears a close-buttoned dress with broad ruff, has a cloak 
which he holds up in front with his left hand, and holds out the other. 
On the left is a table, upon which is an open book, inkstand, pen, &c. ; 
and in the corner a paper, on which is C. de Visscher ad viuum deli. et 
sculp. In the margin beneath, in one line,—GELLIUS DE BOVMA EC- 
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CLESIASTES ZUTPHANIENSIS OVT INT. 77 IAER EN INT. 55 IAER VAN 
ZYN BEDIENINGHE. Beneath, on the left, are four Latin lines, Ora viri 
—et ingenium ; and on the right four Dutch lines, Leev’ lang—Godes 
kerck.; under the last words, J. Visscherus. This magnificent portrait 
is undoubtedly one of the finest of Visscher’s works. H. 154, W. 118; 
Sub., H. 138, W. 114. 
I. No writing or printing appears on the third leaf of the book 
towards the front, &c. 
II. Has the printing on the above-mentioned leaf in five paragraphs 
or sections. 
III. With the year 1656 in the centre at bottom. 
IV. The date effaced, but before the address. 
V. In the centre at bottom, Tot Amsterdam by Iohannes Covens 
en Cornelis Mortier. 


go. J. W. de Brederode. 


Oval half-length in armour, turned to the left. He has a flat collar 
round his neck with two tassels in front. Round the oval, ANTES 
MEVRTO QVE MVDADO. Inscription beneath, in five lines,—JI/lustri et 
generoso Domino Johanni Wolfredo de Brederode—Petrus Soutman. 
A’, clo Io cxtvit., and beneath, on the right, Cum Privil. No names 
of painter or engraver, but this portrait is evidently after Honthorst. 
H,. 164, W. 114; Sub., H. 148, W. 114. 


gi. D. R. Camphuysen. 


He is placed low down in the print, in a small oval, in a border of 
palms. A cloak is over his shoulders, he holds a pen in his right hand, 
writing on a paper the words Mortuus Vivo. Clouds are around the 
oval, and on the left side sits a figure of Faith, holding with her right 
hand a cross over her right shoulder, and the eucharistical cup in the 
other. On the right sits a female with her hands crossed on her lap. 
In the centre, at top, sits Charity with a child lying on her lap, another 
standing on her left, and the head of a third is seen over her right 
shoulder ; on the left, also at top, are two angels, one of whom appears 
to be reading from a tablet which the other holds, and a portion of 
the figure of a third is close to the margin. On the right are three 
angels,—one plays the flute, a second the harp, and the third is singing 
from a book. Within the print, in the centre beneath, D. R. CAMPHVY- 
SEN, and under this six Dutch lines—Hier siet,—met alle Deugel. At 
bottom, also in the print, on the left, C. Casteleijn Inv’. ; on the right, 
C. Vischer Sculp. H. 10, W. 84; Sub., H. 93, W. 7%. 

I. With the head of an angel with wings, between the boy 
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standing on the right of Charity, and the one playing the 
flute. There are no dots over the inscription at bottom. The 
words Mortuus Vivo are slightly etched. 


II. The head of the angel effaced, and replaced by clouds. The 


inscription is covered with dots. The words Mortuus Vivo 


are strongly engraved, &c. 


III. Entirely altered, the portrait of Camphuysen effaced, and that 


of Oliver Cromwell introduced. He is bare-headed and holds 
a baton in his right hand. A crown with a sceptre and an 
axe are above his head. Quite at top,—PARLAMENT HAER 
TESTEMENT ; round the oval,—oOLIUIER CROMWEL LUY- 
TENANT GENERAEL VAN DE ARMEE VANT PARLEMENT VAN 
ENGELAND. The clouds at the bottom as well as the six 
Dutch lines are effaced, and in place of them are six others 
in a cartouche; ick sta naer Kroon—bloven keeren. Beneath 
them on the left, Clemendt de Ionghe Excudit; and on the 
right, Ziet dat ie gaan xyt. The children at top accompany- 
ing the figure of Charity, as well as those on the right and left, 
are effaced; she holds in her left hand a mitre, from which 
fall jewels and money. A label is on the left of her head, 
on which are two lines,—Ick lief—Ryckdom. At top, on the 
left, is a number of men in hats and cloaks; above them, 
Ponweltigh Parlement. On the right, also at top, are some 
ships with two lines beneath them,—Heblben is—de kuinst. 
The figure of Faith on the left has a mask on the cup in 
her right hand, and serpents are on her cap. Near the 
head on the left is a scroll with three lines; k’Gheloos 
—Vrijstaen. The female on the right has a crown and 
sceptre in her lap ; near her head, also on the right, is a scroll 
with three lines,—IJck hoop—en Scepter. The names of 
Castelleyn and Visscher are effaced. The copper-plate is in 
the possession of Mr Evans of the Strand. In the Sutherland 
collection in the Bodleian Library, at Oxford, is an early 
state of this portrait of Cromwell, which I believe to be unique. 
It is before the address of Clemendt de Ionghe. The centre 
ornament at bottom is alone introduced ; those on the right 
and left are slightly indicated. 


g2. Charles V. 


- 


He is represented three-quarters length, standing looking towards the 
right, with both hands on a dog standing across the print with his head 


to the right. He has a cap on his head, and wears the order of the 
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Golden Fleece. Within the print, at bottom on the right, I. C. Visscher 
excudebat (the letters I. C. and V interlaced). In the margin beneath, 
CAROLVS V. D. G. ROMAN. IMP. SEMPER AUG., in one line. In a second 
line, Carolus de v. by der gratien Gods Rooms Keyser altyt vermerded’s 
Rycx. H. 124, W. 9g; Sub., H. 114, W. 9. 


93- Lieven van Coppenol. 


He is represented three-quarters length sitting, full-faced, body 
turned towards the right. He holds a pen in his right hand, and his 
left arm and shoulder are covered with a cloak. He wears a plain 
dress closely buttoned up in front, a flat collar, small skull-cap, under 
which thin grey hairs appear, has light moustaches, and very small 
beard. In the margin beneath, in one line, Op de Print vanden On- 
wedergaelicken Schrijver Lieven van Coppenol. Under this are six 
Dutch lines in two columns,—Dit’s Coppenol—altoos t’samen, and 
beneath the last words on the right consTANTER. On the left in four 
lines, C. de Visscher ad vivum delineavit Tribus diebus ante morté ultimam 
manum imposuit. A°. 1658. H. 114, W. 9}; Sub., H. 103, W. 8%. 

I. Before any letters, the shadow on the right arm comes down in 
a straight line, looking dark and harsh. 

II. Also before any letters, the upper part of the shadows from the 
shoulder to the elbow effaced, so as to produce a lighter and 
more agreeable effect. 

III. As described. 

IV. A®. 1658 effaced. 


CROMWELL, see CAMPHUYSEN. 


94. Jan Janszoon de Dood. 


He is a half-length profile directed to the right, with a high cap on 
his head nearly covering his right ear, and hanging over the left side of 
his face. He has moustaches and a short beard, and his mouth is slightly 
open so that the upper teeth are shown. He wears a close-fitting coat 
fastened by eight buttons, has a flat collar, tied with strings under his 
neck, and his sleeves appear slightly slashed. No names of painter or 
engraver, and no inscription in the margin. H. 74, W. 54; Sub., H. 
64, W. 4%. 

In Baron Verstolk’s collection was a manuscript account, of which 
the following is a copy,—“ Jan Janszoon de Dood, or Dead, a black- 
smith at Amsterdam, who on the 7th of April, 1651, and while his wife 
was gone to market, operated himself successfully of the stone, of which 
he had been a martyr for many years, and which proved to be of the 
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enormous size of a fowl’s egg, and weighing four ounces. He after- 
wards sent for a surgeon, who healed the wound ina short time. This 
portrait is extremely rare. It is supposed to have been a private plate, 
and what is most remarkable is, that it is engraved by C. Visscher after 
G. Metzu, two artists who died both of the same complaint.” A por- 
tion of the preceding account will also be found in C. Josi’s edition of 
Ploos van Amstel’s Imitations of Drawings under the article Metzu. 


95.. Gassendi. 


Half length, octagon, in a square border. He is in a clerical habit, 
with skull-cap on his head, which is directed slightly towards the left. 
Within the border at bottom on the right, C. Visser Sculp. Eight 
Latin lines beneath,—Talis erat—docta Senis, subscribed saAM. soR- 
BERIUS MP. H. 7%, W. 54; Sub., H. 53, W. 54. 

Prefixed to his Institutio Astronomica. 


96. Constantine Huyghens. 


Oval, half length, profile directed towards the right, a skull-cap on 
his head, and a cloak over his shoulders, He has a medal suspended by 
a ribbon round his neck. At top coNsTANTER. In the centre, at 
bottom, the date clo Io civi1; on the left, Christianus C, F. Hugenius 
delineavit, and on the right C. de Visscher Sculpsit. H. 7§, W. 68; 
Sub., H. 7, W. 5%. This print is prefixed to his work—Korenbloemen 
by C. Huygens, Amsterdam, 1658. 

I. Before any letters, the medal is quite white. 
II. Also before any letters, but the medal is shaded. 
III. As described. 


97. Peter Isbrandi (directed towards the right). 


He is represented half length, full face, directed towards the right, 
and holding a book in his left hand with his thumb between the leaves. 
He is bare-headed, with moustaches and a square beard, and wears a 
black gown, which is open at top in front, so as to show his closely- 
buttoned dress beneath. This print is an oval in a plain square border, 
having in the centre, at top, a shield, on which is inscribed, in three lines, 
—Dient God in blydscap. Round the oval, r* ADMODVM DNS AC 
MAGISTER PETRVS ISBRANDI UYT--GEESTANVS, HEBRAICA AC GRACA 
LINGVIS EXIMIVS, NATVS A°. M.DC.IV. JANVAR. XVI, DENATVS A”. 
M.DC.L. XVII. NOVEMBR. In the margin beneath, six Dutch lines, 
Waerom lachie meester Pieter,—u schooven inu hand. In the centre at 
bottom, Cornelius Visscher fecit, and on the right N. S. H. 12, W.84; 
Sub., H. 98, W. 84. 
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I. Before the border, the verses underneath and the name of 
Visscher (NAGLER). 
II. Before the shield and motto, and before the name of Visscher. 
III. As before, but with the name of Visscher. 
IV. As described. 
V. The letters N. S. effaced, and instead satis si bene, under which 
R. I. 
VI. The six lines effaced, and replaced by twelve others in two 
columns. 


98. Peter Isbrandi (directed towards the left). 


Smaller plate than the preceding, of which it appears to be a copy. 
A crucifix, skull, and bone are introduced on the left. Same inscrip- 
tion, shield and motto at top, but has not the name of Visscher. H. 
94, W. 7; Sub., H. 74, W. 63. 

Nagler mentions two states of this print, before and with the 
name of Visscher, but I have never seen it with his name. 


99. Robert Junius. 


He is represented at nearly three-quarters length, full face, sitting on 
the right of the print, in a gown, band, and cap; with white hair, 
 moustaches, and small beard ; his left arm resting on a large closed book 
on a table on theright. Near the top, within the print, towards the left, 
ORA ET LABORA; lower down, near the centre, also on the left, Corn. 
Visscher Delineavit et sculptor, A’. 1654. In the margin, beneath, in two 
lines, ROBERTUS IUNIVS ROTEROD. BAT. VOCATUS IN INDIAM AN. XXVIII. 
PASTOR IN FORMOSA XIV. DELPHIS VIII. NUNC AMSTELODAMO. TAT. 
xLvi11. Beneath, on the left, four Latin lines, Hac forma—potuisse 
loqui; subscribed 4. Montanus. On the right are four Dutch lines,— 
Hy die—Zilverhaar, with H. F. Waterloos below the latter word. 
Under these lines, quite across the print, is the following dedication, in 
two lines,—Nobilissimis, Amplissimis, prudentissimisq. Consulibus, in- 
clyte Metropolis Amstelodamensis, D. Francisco Benningio Cock Equiti, 
Domino Purmerlandie et Ilpendam, etc., D. loanni Huydecooper Equiti, 
Domino in Maerseveen, et Neerdijck, etc. D. Nicolao Tulpio, Archi- 
atro expertissimo. D. Alberto Patri, D. D. D. Ludovicus Ludovici. H. 
13%, W. 9%; Sub., H. 113, W. 9. 

I. Before any letters, before the name of Visscher, and before the 

back of the chair was introduced. 
II. Also before the letters and the chair, but has Cornelius Visscher 
Delineavit et sculptor introduced, but not the date. The 

book on the table is made lighter. 
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III. Same as the preceding, but has the chair inserted. 
IV. With the letters, but before the date. The dedication reads, 
Nobilissimis, Amplissimis, prudentissimisq. Consulibus, inclyte 
Metropolis Amstelodamensis, D. Nicolao Tulpio, Archiatro 
expertissimo. D. Alberto Patri, D. Francisco Benningio Cock, 
Equiti Domino Purmerlandia et Ilpendam, etc. D. Joanni 
Huydecooper, Equiti Domino in Maerseveen, et Neerdijck, 

etc. D.D.D. Ludovicus Ludovici. 
V. The date, 1654, added after Visscher’s name, and the dedication 
. altered as described above, commencing with the name of 
Cock, but before the address of Goos, AMSTELODAMO altered 

to AMSTELODAMI. 
VI. P. Goos excudit, on the left under the Latin lines. 

VII. P. Goos excudit effaced, and in its place I. Robijn excudit in- 
serted, 





100. Robert Junius (oval in a square). 


Half length, oval, in a square border, full face, with a skull-cap on 
his head, and a plain band round his neck. At top, ORA ET LABORA. 
Round the oval, Ropertus Iuntus—oup 48. Under the oval, but 
within the engraving, on the left, Palmidas pinzit, and on the right, 
C. Visscher sculp, 1654. In the margin beneath, on the left, are eight 
Latin lines, hexameters and pentameters—Arctatur—dies, subscribed 
A, Montanus. On the right, eight Dutch lines—Wanneer—oogen, sub- 
scribed H. F. Waterloos. Beneath these, in one line, Spectatissimo 
Doctissimo Cosmographo D. 10ANNI BLAEU, Iurisconsulto, Inclyte 
Metropolis Hollandia, Scabino prudentissimo, D. D. D. Ludovicus Lu- 
divici. H. 124, W. 8§; Sub., H. of, W. 84. 

I. As described, before any address. 

Il. Near the bottom on the left, P. Goos Excudit (the P and G 

interlaced). 


III. Goos’s address effaced, and in place of it, H. Focken Excudit. 


101. Engeltie Pieters Kort-Leve. 


She is represented at half length, almost full face, turned to the left. 
She has a close cap on her head, and a ruff round her neck. This 
print is an oval in a square frame, with plain ornament at each corner, 
and is little more than an etching. In the margin, beneath, in two 
lines, ENGELTIE PIETERS KORT-LEVE. No names of painter or en- 
graver. H: 83, W. 63; Sub., H. 74, W. 6. 
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‘102. M. S. Van Kranenburgh. 


Companion to the preceding. He is seen half length, three-quarter 
face, turned to the right, but looking towards the front. He has 
moustaches, white ,square beard divided in the middle, and wears a 
round fur cap. He has a white falling collar round his neck, and a 
cloak closely covering his arms and shoulders, but open in front so as to 
show three buttons of his coat. This print is also an oval in a square 
frame, with plain ornament in each corner. In the margin, beneath, 
in two lines, MEESTER MICHIEL SPARENBEECK VAN KRANENBVRGH, 
and, at bottom on the right, Fischer fesit. H. 84, W. 64; Sub., H. 
78, W. 6. 


103. Joannes Merius. 


Three-quarters length, standing on the left, but looking towards the 
right. He is in a gown and band, bare-headed, with moustaches and 
large square beard, looking upwards, with both hands together, in an 
attitude of prayer, before a figure of Christ on the cross, which, with a 
skull and crossbones under it, stands in the right. Beneath is an open 
book, rosary, &c., and in the bottom corner, in the centre of a crown 
of thorns surrounded by a glory, is 1zsvs Maria. Near the top, on the 
left, is a shield, on which are his arms suspended by a ribbon on a pillar ; 
the motto on a scroll between the ribbon and shield is, AMICvs FIDELIS 
PROTECTIO FORTIS. In the margin beneath, in one line, R. D. mM‘ Jo- 
ANNES MERIUS, PASTOR IN SPANBROECK, &c., OBIIT A°. MDCLII. FEBR. 
XIX, ZT. Lx111.; and beneath, on the left, are six Latin lines, Dum dolet 
—Joannis opem, piz.; on the right, six Dutch lines, Dus ziet—huis en 
hart, suste. In the centre, at bottom, Corn. Visscher Delineavit et 
Sculpsit. H. 184, W. 12%; Sub., H. 153, W. 113. 

I. Before any letters (AMSTERDAM). 
II. As described. 

*,* The original drawing was in Muilman’s collection, and sold for 

seventy florins (WEIGEL). 


104. Adrian Motmans. 


He is a half-length figure, nearly full face, turned to the left, but 
looking towards the front. He is bare-headed, with light hair lying 
flat on his forehead, and long behind his head ; white moustaches, beard, 
and whiskers. He wears an ecclesiastic’s gown, with flat collar, and 
holds a closed book in his left hand, his thumb being placed between 


the leaves. This print is’ an oval ina square frame; in the angles on 
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each side at top is the head of a winged cherub im clouds ; in the angles 
beneath, on the left, two books, a cross, and an incense-burner ; and 
in that on the right, a skull and three bones. Round the oval, R. P. F. 
ADRIANVS, MOTMANS, Ord, F. F. MINORVM. PROVINC, GERM. INFE- 
RIORIS, OBIIT HORNE A°. M.D.C.LII. ZTATIS Lviu1. In the margin, be- 
neath, eight Dutch lines in two columns, Wie Motman zoeckt—van’s. 
mans geweten. Under these, in the centre, Corn. Visscher fecit, and 
at the right, Jusrz. H. 9, W. 73; Sub., H. 8, W. 7. 


105. John Maurice Count Nassau. 


Oval, in a square border, half length, in armour, with a scarf over it, 
directed towards the right. He has a plain band round his neck with 
a tassel in front ; after Honthorst. Round the oval avA PATET ORBIS. 
At bottom a Latin inscription in four lines, —Joanni Mauritio—Petrus 
Soutman anno oIc Is cxlix; and at bottom on the right, Cum Previ- 
legio. No names of painter or engraver. H. 16%, W. 12§; Sub., H. 
148, W. 113. 

I. Before any marginal line. The inscription is in three lines, 
TIoanni Mauritio—Petrus Soutman A°. olc Ios — and 
beneath, on the right, Cum. Privil. 

II. As described, and has a slight marginal line added at the bot- 

tom of the print. 


106. William of Nassau. 


Oval, in a square border, half length, in armour, with a scarf over it. 
He is directed towards the left; his hair is long and falls over each 
shoulder. He wears a cravat with a laced tie. In the margin beneath, 
WILHELMUS A NASSAU WILHELMI FILIUS PRINCEPS ARAUSIONUM, etc. 
Quite at bottom, on the nght, Hugo Allard Excudit. No names of 
painter or engraver. H. 164, W. 12§; Sub., H. 13g, W. 119. 


107. Henrietta of Nassau. 


Oval, little more than head and shoulders, when a child. She is 
turned towards the left, her head inclined to her right shoulder, and she 
has long hair. This print is a companion to No. 109, and a reverse of 
No. 137. Beneath, in two lines, HENRIETTE A NASSOV—COMITI; 
under which, in the centre, Ger. van Hondt-horst Pinxit, but no name of 
engraver. H. 12%, W. 10. Printed in a separate border made square at 
the angles, and measuring, H. 163, W. 12. 


108. William I. Prince of Orange. 
Oval, in a square border, half length, slightly inclined towards the 
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right. He has a furred cloak over his shoulders, frill round his neck, 
and a skull-cap on his head. Round the oval, savis TRANQUILLUS IN 
unpis. In the margin, beneath, a Latin inscription in four lines,— 
Gulielmus, D: G: Princeps—effigiem a Cornelio Vischero ad vivum 
depictum, dedicat consecratque ipse sculptor, D. D. Principibus Mauritio : 
et Henrico filijs Paternarum virtutum heredibus. H. 153, W. 114; 
Sub., H. 144, W. 114. 


109. Amelia, Princess of Orange. 


Oval, little more than head and shoulders, full face, inclined to the 
left ; hair braided with pearls, and a single large one at the top of the 
head. This print is a reverse of No. 135. Beneath, in two lines, 
AMELIA DE SOLMS—VvxoR. ; under which, Ger. van Hondt-horst Pinzit. 
- H. 12g, W. 10. Printed in a separate oval border, made square at the 
corners, and measuring, H. 16g, W. 123. 


110. Francis William, Archbishop of Osnaburg. 

Oval, in a square border, half length, turned to the left. He has a 
cap on his head, small moustaches and beard, and a cross suspended 
to his button. A coat of arms on each side of the print at top. 
Round the oval,—r™* et ILL™* D. D. FRANCISCVS GVILHELMVS D. G. 
EPISCOPVS OSNABVRG. RATISBON—DE WARTENB. &c. In the margin, 
beneath, four Latin lines,—Heus pictor—nube potest.; subscribed on the 
right, Bernh. Rottendorf, D. H. 74, W. 54; Sub., H. 54, W. 43. 
This print is extremely rare. 

I. As described, the face very light, the beard in single perpendi- 
cular lines, &c. 


II. Re-worked, the beard crossed with strong lines, &c. 


111. John de Paep. 


He is standing, half length, full face, rather on the left of the 
print, with a small cap on his head, cloak falling behind him, slight 
moustaches and beard, pointing with his right hand to the background, 
on the right, where is seen the Exchange at Amsterdam filled with 
people. At top, on the left, is a coat of arms supported by a lion on each 
side, and having on the scroll beneath it Amsterdam. His left hand is 
placed on a cartouche occupying the whole of the centre of the bottom 
of the print, with a cornucopia on each side, and a Dutch inscription 
in nine lines,—Aan-alle—ten dienst. In the centre at bottom of the 
cartouche, is a medallion representing two warriors in a boat with one 
mast, &c. No names of painter or engraver. H. 113, W. 84; Sub., 
H. 11, W. 7§. 

I. Before the inscription beneath. 
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II. As described. 


112. John de Paep. 


Head and shoulders, full face, with small moustaches and beard, 
turned towards the left. He has a broad flat-band; his dress is 
fastened by eight buttons, and a portion of the ninth may be dis- 
tinguished beneath. He is bare-headed, and his hair is thick on each 
side of his face. On the right, within the print, above his left shoulder, 
is C. Visscher fe., and in the margin, beneath, five lines,—AEN ALLE 
St. Jans straet. This print is arched on the right and left at top. H. 
74, W. 5%; Sub., H. 6, W. 58. 

I. Before any letters or the name of Visscher. 
II. Also before the letters, but has the name of Visscher as above. 
In some impressions of this state, printed with type, in the mar- 
" gin, beneath, is a Dutch inscription in four lines,—Vive k. E. 
—ten dienst. 
III. As described, but before any address. 
IV. With the address of N. Visscher (WEIGEL). 
V. The address effaced (WEIGEL). 


113. Adrian Pauw. 


He is represented half length, bare-headed, standing on the right, in 
a furred robe, moustaches, and square beard, full face, a medal suspended 
by a gold chain on his breast. At top, on the right, is a curtain, and in 
the background, on the left, a bookcase with several large books. Near 
the bottom, on the left, is a shield with his arms, surrounded by a collar 
with a medal beneath, similar to that which he wears. Beneath them, 
on the end of the bookcase,—/£tatis Lxv1. anno Mpcuu. In a very 
large margin, beneath, a long inscription in nine lines,—Hadrianus 
Pauw, — Extraordinarius. Beneath this, on the left, — Ger. van Hon- 
thorst pinxit ; and on the right, Directione P. Soutmanni Oorn. Visscher 
Eri Jncidit Cum. Priuil. In the centre, at the bottom,—PreTaTe 
PaTienTIA ET Pace. H. 144, W. 10; Sub., H. 10, W. gf. 


114. Philip Rovenius. 

He is sitting on the left, seen down to the knees, full face, with 
moustaches and a small beard, in a bishop’s dress, with a cap on his head. 
His right arm is on the elbow of the chair, and he holds a rolled paper 
in his hand. His left arm and hand are on a table on the right, on 
which is a closed book, large crucifix, bell, and a portion of a bishop’s 
mitre, &c. At top, on the left, is a curtain. In the margin, beneath, in 
one line, ILLVSTRISSIMUS AC REVERENDISSIMUS DOMINUS, D. PHILIP- 
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PUS ROVENIUS, ARCHIEPISCOPUS PHILIPPENSIS, VICAR, APOST. &c. ; and 
beneath, twelve Latin lines in three columns of four each, BELGA— 
ille viros. At bottom, on the right, PIE. H. 18, W. 13}; Sub., H. 
16, W. 124. 

I. As described. 

II. In the centre at bottom, Corn. de Visscher fecit. 


115. William de Ryck. 


He is sitting on the left, full face, with long square beard and 
moustaches, and a small skull-cap on his head. He wears a large cloak 
lined with velvet, and his left hand is placed on his bosom ; under it 
the cloak is unbuttoned so as to show a small portion of a light dress 
.beneath. At top, on the left, hangs a shield, on which is his coat of 
arms, and below it, on a stone wall, in two lines, aT. 46. A®. 1655. 
On the right, at top, is a portion of a window, through which rays of 
light enter, and lower down on the same side is a shelf, on which are 
some books. In the margin, beneath, in one line, DEN WEL EERVAREN 
GviILLiAM DE Ryck OoGE MEESTER TOT AMSTERDAM; and under 
this twelve Dutch lines in two columns of six each, So ymant wiens 
—isser geen gesicht. Quite at bottom, in the centre, Corn. Visscher 
delinia: et sculp. This magnificent portrait is one of the finest of 
Visscher’s works. H. 144, W. 114; Sub., H. 124, W. 103. 

I. Before any letters, and before the date and age; excessively 
rare. Nagler describes two variations of this state, but I have 
never seen them, 

II. With the letters as described, the whole of the right ear, parti- 

cularly the upper part, is strongly shaded. 

III. The upper part of the ear made light; four hairs are in- 
troduced about the middle of it, extending behind it towards 
the left. 

IV. The 12 lines in two columns effaced, and instead of them ap- 
pears in large letters, “ Den wijdt beroemde en wel-eervaren, 
Guilliam de Ryck Oculist ofte Ooge—Meester tot Amsterdam, 
and on the right, Corn. de Visscher delinia et sculp. 

V. The mouth is half opened ; both lips are distinctly marked. On 
the ear are some light portions which are only worked with a 
single hatching. The very strong wrinkles on the joints of 
the fingers are softened, and there are many alterations in the 
face. The collar is broader, measuring nine lines (nearly 

seven-eighths of an English inch). Bartscu Anleitung zur 
Kupferstichkunde. 
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116. Peter Scriverius. 


He is represented half length, in a square stone border, intended to 
give the appearance of his looking out of a window. He has a broad- 
brimmed hat on his head, peaked beard, and large moustaches; wears 
a furred cloak over his dress, and a portion of his left hand is between 
the leaves of a book, which is on the left of the print, placed on a cloth 
descending from the front of the window. Towards the right, under 
his arm, on the cloth, is LEGENDO ET SCRIBENDO. Under this, PETRVS 
SCRIVERIVS HARLEMENSIS, and 21 Latin lines in three columns, con- 
taining seven each :—Vitam que faciant beatiorem,—Vitam que faciunt 
beatiorem. Under these, in the centre, HvGo Grotivs. On the left 
of the Latin lines, also on the cloth, in four lines, Corn. Vischer sculpsit, 
P. Soutmanno Dirigente ; and on the right, in five lines, P. Soutman_ 
pingebat, et excudebat Harlemi 1649, Cum. Priuilegio. In the centre, 
at top, on the sill of the window, 2TaTis sv# txuu. H. 16, W. 11%; 
Sub., H. 158, W. 114. 

I. Before the name of Visscher (WEIGEL). 

II. As described, the hair which covers the ear and the lower part 
of the head are finished with hatchings; there is no scratch 
on the cheek; the last line but one commences with Hac 
sunt, &c, 

III. Corrected to Hec sunt, &c., but still before the scratch. 

IV. A scratch appears on the moustache and beard on the right, 
caused by the graver slipping during the process of retouching 
the plate. 


117. Helena Leonora de Sieveri. 
(Companion to No. 88.) 

She is seen nearly three-quarters lengths directed towards the right, 
hands crossed, and a ring on the third finger of the left. Her hair is 
short and uncurled, and she wears a black dress, with broad lace collar, 
&c. In the centre, immediately under the engraving, HELENA LEONORA 
DE SIEVERI. In the left corner, at bottom, Ant van Dyck pinxcit ; and 
beneath, Corn. Visscher sculp. On the right,—Eduwaert du Booys 
excudit. H. 93, W. 74; Sub., H. 83, W. 74. 

I. Before any letters. 
Il. With the inscription, but ‘before Visscher’s name. 
III. As described, the address of du Booys slightly etched. 
IV. The address strongly engraved. 
V. The address effaced, and E. Cooper excudit inserted. At bottom, 
in the centre, E. Collectione Nobilissimi Joannis Domini 
Somers. 
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118. Louisa Countess of Solms. 

Oval, in a square border, half length, turned to the right ; wearing a 
necklace, and lace collar, with a single pearl attached to the bow in 
front. Round the oval, pIETE EST MON DIADEME. Beneath, a Latin 
inscription in four lines,—JIllustri et generose—Petrus Soutman A’. clo 
Io cxtvu.; and at bottom, on the right, Cum. Privil. No names of 
painter or engraver, but the former was undoubtedly Honthorst. H. 
164, W. 113; Sub., H. 144, W. 114. 

I. The last word round the oval is spelled prapEMo. 

II. Corrected as described. 


ANNEKEN JACOBS VAN THETENBUL, see 196. 
119. Jacobus Ver Moelen, 


Half length, full face, slightly directed to the right. He is bare- 
headed, has moustaches, but no beard. He has a flat band, and a coat, 
six buttons only of which are buttoned up. In the ‘margin, beneath, 
IACOBVS VER MOELEN. No names of painter or engraver. H. 64, 


W. 44; Sub., H. 58, W. 44. 
120. Vondel. 


He is represented at nearly three-quarters length, seated, full face, but 
his body directed towards the left. He has moustaches, a small beard, 
and a black skull-cap is on his head. His coat is buttoned up to the 
throat, and over it isa plain collar. His cloak seems to fall from him on 
the back of the chair, and his hat is on his right knee. He holds a paper in 
his left hand, on which, in two lines, is Hor. BEABIT DIVITE LINGVA. 
Above the right-hand corner of this paper is a shelf with some books 
and a box; on the latter is the date 1657, 42t. 70. Hanging from the 
shelf above the left-hand corner of the paper, is a small paper, on which 
is the profile head of a Satyr. On a second shelf, above the other, are 
two books lying flat) and two standing up. On the former is a group, 
composed of a female standing holding a torch in her left hand, repre- 
senting Faith, and a child reclining with a pipe in its left hand. Beneath, 
in the centre, are four Latin lines, Quod tuba Virgilii,—arte prior ; 
subscribed on the right PRVDENTER. On the right, C. de Visscher ad 
vivum deli. et sculp. H. 10}, W. 84; Sub., H. 94, W. 83. 

I. Before any letters beneath: there is no inscription on the paper 
which he holds in his hand, but on the paper upon the shelf, 
on which is afterwards the Satyr’s head, is C. de Visscher ad 
viuum deli. et sculp. At top, on the left, a Faun playing the 
flute, and at his feet lies a naked child. 

II. The Faun playing the flute effaced, and the figure of Faith 





400 A Catalogue of the Works of Cornelius Visscher. 


introduced ; the child at her feet has no hand. The inscrip- 
tion on the paper which Vondel holds is Justus ex fide vivit, 
very slightly etched. There are no letters beneath ; less work 
on the left shoulder, and the lines on the folds of the cloak 
are lighter than in the subsequent states. On the box may be 
perceived a mask slightly etched. 

The mask strongly engraved. 

. Still before the inscription beneath, and the letters on the 
paper slightly etched, but additional work is placed on the 
cloak, &c. 

. With the inscription beneath ; the inscription on the paper 
engraved as described, but before the name, &c., of Visscher at 
bottom, on the right. The hand of the child introduced, and 
he holds a pipe. Behind the figure of Faith is the repre- 
sentation of Aineas saving his father (No. 38), fastened against: 
the wall. 

VI. At bottom, on the right, C. de Visscher ad vivum deli. et sculp. 
The name of Visscher on the paper effaced, and the profile 
head of the Satyr introduced. No date or age on the box. 

VII. As described. The age and date on the box, but before any 
address. 
At bottom on the left, Justus Danckers Excud. 
IX. The address, P, Schenck Jun. added to that of Danckers. 
X. The addresses effaced. 


121, Vondel (oval in a square), 

Half length, slightly inclined to the right. He has a dark skull-cap 
on his head, plain collar, and dark coat closely buttoned up. At top, on 
the left, atat, and on the right txxxtv. On a pedestal, beneath, are four 
Dutch lines, De gryze VONDEL,—xyn gedichten. No names of painter 
or engraver. H. 7%, W. 54; Sub., H. 74, W. 54. 

I. Before any letters, 

II. As described. 


122. Cornelius Vosbergius. 

He is represented half length, standing, full face, directed to the left, 
but his head slightly inclined towards the right. He is bare-headed, 
with moustaches and an imperial, but no beard. He holds a closed book 
in his left hand, and points with the other towards a small figure of 
Christ on the cross, which stands, on a pedestal at bottom, on the left. 
Immediately under this, on a portion of the pedestal of a column, is,— 
C. Visscher Delinea. et sculp. On the left is a window with a church 
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seen through it, and above, a coat of arms. On the left, towards the 
top, on a pillar, Zita. 35. In the margin beneath, in one line,—R.D.M. 
CORNELIVS VOSBERGIVS PASTOR IN SPAERWOVW, &c., OBIIT A’. 
mpcLut. Beneath, on the left, six Latin lines,—Hee tibi—gemet ; 
and on the right, six Dutch lines,—Wie goedtheyt—Harder doet. In 
the centre at bottom,—p.B.m.p. H. 12}, W. 83%; Sub. H. 103, 
W. 8%. 
123. D. P. de Vries. 


Half length, standing, directed to the left, but looking towards the 
front. He has a laurel wreath round his head, moustaches and small 
beard ; a leathern doublet buttoned up in front, plain falling collar 
fastened by two tassels ; and a ring suspended by a ribbon round his neck, 
with a small piece of armour under. His right hand is elevated, in it 
he grasps a stick; and his left, of which only a small portion is seen, is 
placed against his left side. Near the top, on the right, are his arms on 
a round stone pillar, and a curtain is above his head. On the left are 
some books, and a planisphere, of which the half only is seen on a shelf; 
and at top on that side through an open window is seen the sea with 
three vessels upon it. This print is an oval in a square frame ; in the angle 
at top, on the left, is a drum, large shield, spear, &c., and in that on 
the right, flags, a cuirass, a cannon, &c. In the angles beneath, on each 
side is a dolphin with its head downwards. Under the oval is a large 
cartouche, occupying the whole of the lower part of the print, on which 
are eight Dutch lines,—Dus maalde een—de wapen-xorg bekomen. 
Above the cartouche, immediately under the oval on both sides, is a 
cannon on wheels. On the lower diagonal edges of the cartouche, on 
the left, Corn. Visscher Delineavit et sculp., and on the right, 4. 
1653. Round the oval,—pavID PIETERZ, DE VRIES, ARTELLERY 
—MEESTER VAN DE STATEN VAN WEST—VRIESLANT EN *tNOORDER. 
QVARTIER ZTA. 60, ANNO M.D. cL. H. 8, W. 53; Sub., H. 74, 
W. 53. 

I. Before the wreath of laurel round his head (AMsTERDAM). 

II. As described. 

*,* Prefixed to his description of his travels in the New Netherlands, 
Kort Historiael, etc., 1653. 


124. Joannes Wachtelaer. 

Three-quarters length, nearly full face, sitting on the right, but 
directed towards the left. He has a small skull-cap on his head, wears 
a gown and band, and has moustaches and small beard. His left hand 
is on the arm of the chair, and in his right he holds a book in which is 
his forefinger. At top, on the left, is a shield with his arms (three birds) 

VOL. I. 26 
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on a pillar, a tassel in the centre, and a curtain on the right. At bottom, 
on the same side, is a table, on which an open book is partially seen, 
and a paper on which is Gratia et Vigilid. In the margin beneath, in 
one line,—ADMODUM REVERENDUS ET AMPLISSIMUS DOMINUS D. 
JOANNES WACHTELAER, ULTRAJECT. S. THEOL. LIc., &c.; and beneath, 
eight Latin lines in two columns,—Reddidit—dalunt. In the centre, 
at bottom, Corn. de Visscher sculpsit, and towards the right,—piz. H. 
18, W. 123; Sub., H. 153, W. 123. 
I. Before any letters, and before the birds on the shield. ° 
II. Also before any letters, but has the birds. 
III. As described, with the inscription, the words Gratia et 
Vigilid, &c. 
125. Jacob Westerbaen. 


Half length, three-quarters face, turned to the right, dressed in a 
close-fitting dress buttoned up ; falling collar round his neck, from under 
which hangs a medal by a double chain. He has long light hair, 
moustaches, and small beard. Oval in a square border composed of a 
single line. In the margin beneath, in two lines,—Jacob Westerbaen 
Heer van Brandwijck en Gybland, Ridder, etc.; and in the centre, at 
bottom, Corn. de Visscher sculp. H. 4%, W. 33; Oval, H. 33, W. 34. 
This print belongs to Gedichten van J. Westerbaen, &c., ’sGravenhage 
1657, 8vo. | 

I. Before any letters. 

II. With the inscription, but before the name of Visscher, &c. 

III. As described. 

IV. With the address of Coehoorn. (NAGLER.) 


126. Andreas Deonyszoon Winius. 
(Called the Pistol-Man.) 

He is represented at three-quarters length, sitting, full face, bare- 
headed, with large beard and moustaches, his body directed to the left. 
He holds a paper, on which is some writing, in his left hand, and his 
elbow is placed upon a table on the right, on which is a paper with the 
Imperial Eagle. Beyond, on the same side, is a barrel, on which is 
1000 Urr ; and above this, hanging on the wall, are two guns and two 
gun-locks. Quite at top, also on the right, are three bags lettered 
respectively R, L,G. On the left, near his right knee, is a portion of 
another barrel, on which is 4°. 2500, and in the corner at top of it, 1650. 
Above this on the pedestal of a pillar—Corn. Visscher Delinea. et 
Sculp.; and again above this, near the bottom of the pillar, is a small 
package with three strings, &c. At top on the same side are two suits 
of armour, a sword, &c. A large sword is placed upright between his 
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knees. There is scarcely any vacant margin to this plate, as it is 
almost entirely filled up with engraving. It is undoubtedly one of the 
rarest of Visscher’s works, and probably on that account has obtained 
a reputation far above its merits as a work of art. Sub., H. 124, W. 1o. 
I. Before any writing on the paper in his left hand, the package 
under the armour on the left in outline only. Before the 

figures 2500 on the barrel on the left, &c. 

II. As described. The impressions of this state have usually printed 
from a separate plate, under the print, an inscription in one 
line in large singular characters. Under this, p. H. ANDREAS 
DEONYSZOON WINIVS; immediately under,—Zyne Zaerfe 
Majesteits van Ruflants Commiffarius en Mofk: Olderman ; 
and beneath this, ten Dutch lines in two columns, De Kroon 
van Moskou—legenadight ; subscribed on the right, J. V. 
Vondel. 


127. William Vanden Zande. 


Oval in a square architectural border, half length, looking towards 
the right. He is in a clerical dress, and his hair falls over each shoulder. 
In the centre, at the top of the oval, is his shield of arms, and a lamp is 
burning on each side. Round the oval, n°“ aADMODVM DNVS GVLI- 
ELMVS VANDEN ZANDE—OCTOB. x1I. Beneath the oval, on the left,— 
P. Soutman pinxit 1652, and on the right, C. Visscher sculpsit. In the 
centre, at bottom, four Dutch lines, Wie SANDE—geleert, subscribed 
I.v.v. H. 11, W. 7}; Sub., H. 103%, W. 74. 


128. Anonymous Portrait of a Man. 


He is a half-length figure, three-quarters face, turned to the right, 
with moustaches and a small pointed beard. He is bareheaded, and his 
hair is short and lies flat on his forehead. He wears a close-fitting 
dress fastened by twelve buttons in front, broad flat collar falling over 
his shoulders, and under it a large cloak or gown. No names of 
painter or engraver, and no inscription in the margin beneath. H. 74, 
W. 54; Sub., H. 53, W. 54. 

129. Head of an old Woman. 


Little more than head and shoulders, face nearly in profile, directed 
towards the right, with her head bent down on her bosom. She 
wears a pelisse bordered with fur over her shoulders, but open in front, 
and round her neck is a medal suspended by a chain. Her head-dress 
is very singular; it appears to be a plain cap fitting close to her head; 
over that is a kind of shawl tied behind, on the left, in a large bow; 
and over all, on the top of her head, a fur cap, with two feathers in 
front, on the right. This plate appears as if it had formerly been of a 

26 * 
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larger size and afterwards reduced, as the figure occupies the whole of 
it, and has a rather awkward appearance. In the margin beneath, in 
three lines,—Cornelius de Visscher ad vivum delineavit, et fecit aqua 
forte. Nicolaus Visscher Excudit. H. 5§, W. 3§; Sub., H. 5, 
W. 3%. 

I. Before any letters. 

II. As described. 

III. The address of N. Visscher effaced, and Joannes de Ram Excudit 
inserted. 


(To be continued.) 


CORRESPONDENCE. 


To the Editor of the Fins Arts QuaRTERLY REVIEW. 


ATHEN2uUM, LIvERPOOL, 2nd Fel., 1864. 


Sir, 

In the second number of the Fine Arts Quarterly Review 

the portrait accompanying the Memoir of the late W. Mulready is 

stated to be a “ fac-simile from a drawing by the painter himself, and 
lent for the purpose of publication by Mr W. Smith.” 

Mr Smith has, unfortunately, been deceived, or has too hastily at- 
tributed the sketch to the artist named ; and if he will take the trouble 
to look carefully at the drawing, I am quite sure he will find a de- 
ficiency of style and a want of care in the manner very unlike the 
conscientious work of the great artist it so feebly portrays. In fact, 
the drawing will be found not to have been done, as stated, by Mul- 
ready in 1830, but in 1844, by, at that time, a very young artist, the 
writer of these lines. 

Sir, 
Yours obediently, 
Cuartes Martin. 


*,* The Editor very gladly communicates this letter to the reader 
of the Fine Arts Quarterly Review, and begs to express his thanks to 
Mr Martin for it. Mr W. Smith purchased the drawing as the work 
of Mulready himself; and on showing it to him, subsequently, Mul- 
ready made an observation which, at the time, seemed to indicate that 
he recognized it as his own. The information given by Mr Martin 
enables him to read this remark more correctly. 





FINE ARTS RECORD. 


UNITED KINGDOM. 


PainTiInG.—Pudblic Institutions.—On the 16th of last December 
one William (or Walter) Stephenson, described as an author and also 
as an accountant, from Newcastle on Tyne, punctured with a knife 
Turner’s picture of “ Regulus leaving Rome” in the National Gallery ; 
the injuries were not irreparable. The offender’s explanation at the 
time was as sorry an one as his act ;—“I was very much excited: the 
misty state of the picture, and the dislike I had for the man, made me 
do it.” Nothing further transpired as to his motive. He pleaded guilty, 
and was sentenced, on the 18th of January, to six months’ hard 
labour.—The Queen has authorized the transfer, from Hampton Court 
to Holyrood, of several portraits connected with Scottish history, and of 
which (it is stated) duplicates exist in the English collection.—On the 
8th of February, Messrs E. Burne Jones, G. P. Boyce, Frederick 
Walker, and E. Lundgren, were elected Associates of the Water-colour 
Society: the number of candidates was thirty-three, among whom Mr 
J. D. Watson obtained the largest number of votes, next to those who 
proved successful.—On the roth of February, Mr J. Beavington Atkin- 
son lectured at the Society of Arts “ On Fresco Painting as a suitable 
mode of Mural Decoration.” The lecture was followed by a discussion, 
in which much valuable information was elicited. Mr Armitage stated 
that frescoes are very effectually cleaned by being rubbed with stale 
bread. The process of “ spirit-fresco,” invented by Mr Gambier Parry, 
and now in course of practice by Mr Leighton at Lyndhurst Church, 
was also adverted to. The wall is prepared, and the colours ground and 
laid on, with a compound of pure bleached wax, elemi resin, oil of 
spike lavender, and fine copal. Oil of spike unmixed may be substi- 
tuted in the laying on of the colours. Mr Leighton commends the 
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process for close similarity to buono fresco; unlimited scope of colour ; 
great facility of manipulation, admitting of washes, impasto, and gla- 
zing, within the space of a very few hours; very little change in the 
drying; and facility of re-touching. “The only point in which it is, 
inferior to real fresco is in the absence of that pure, crystalline quality 
of light so peculiar to the latter.”-—We are informed on the best 
authority that a statement which was re-produced in the Record in our 
second number relative to the Tudor series of portraits in the Houses 
of Parliament is erroneous. The statement was as follows: “ At a 
meeting of the Society of Antiquaries, Sir J. Boileau produced a 
portrait marked ‘Anna Regina, 1530, H.B., and which has been used 
for the concoction of the full-length Anne Boleyn in the Tudor series, 
although it appears that the original must undoubtedly have been some 
wholly different person.” 

Exhibitions out of London.—Various collections of pictures have of 
late been exhibited gratis at the Liverpool Free Library, and have 
attracted throngs of visitors, especially among the working classes.— 
The Worcester Society of Arts held its ninth annual exhibition last 
autumn. Messrs Leighton, Armitage, and Davis, and the sculptors 
Messrs Foley and Bell, were among the contributors; the first sending 
his “ Crossbowman,” the second his “ Samson at the Mill.” <A per- 
manent gallery of pictures is in course of formation in connexion with 
this Society, and already includes works by Messrs Creswick, Cooke, 
&c.—The third annual exhibition of the Glasgow Society of Fine Arts 
opened in December, comprising more than goo works. The collection 
is said to have equalled its precursors, although it may not have con- 
tained half a dozen really striking pictures. Fewer works than hereto- 
fore were obtained from private collections. Among the contributions 
specified with commendation were—Graham Gilbert, Portrait of Mrs H. 
C. Ewing; McNee, Portraits of Mrs McLeod and of Lord Brougham, 
the latter for the Parliament-house in Edinburgh; J. Milne Donald, 
In the Forest, Sunshine after Rain; Edward Davis, two important 
works of Sculpture. In this last section the display was meagre. The 
attendance nearly doubled that of preceding years, and the receipts were 
large. The offered prizes have been awarded as follows: 50 guineas 
for the best figure-picture, Noel Paton; 30 for the best landscape, 
Samuel Bough; 20 for the best water-colour, Tidey (an Ossianic sub- 
ject which has been exhibited in London, and which by no means 
deserved any such distinction as a prize).—The exhibition of the Royal 
Scottish Academy for the present season, the thirty-eighth, has opened ; 
the Hanging Committee consisting of Messrs Gourlay Steell, Charles 
Lees, and Robert Herdman. The number of rejected pictures ap- 
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proached 300: 747 were exhibited. The collection is spoken of as by 
no means remarkable for interest. The following works, however, have 
been specified with approval :—Macculloch : Sundown on Loch Achray ; 
Kilchurn Castle; both large landscapes, of his best quality. D. O. 
Hill: Stirling and the Carse of Mentieth, from Wallace’s Pass, a very 
extensive view, showing a great change towards brilliancy of colour. 
Waller Paton : Edinburgh from Arthur’s Seat, Sunset. John Mc Whirter, 
a young artist: The Arch of Titus, and other landscapes, some of 
them from Norway, finished in a very characteristic style. Sir Watson 
Gordon: Mr Archibald Bennet, Seeretary to the Bank of Scctland. 
Macnee: Childhood, a fancy portrait subject. Harvey: The Penny 
Bank. Herdman: Queen Mary at Lochleven: Phillip: Two Spanish 
female figures, and a Portrait. Douglas: Hudibras and the Lawyer; 
The Alchemist on the verge of a discovery (a courtship incident). 
John Reid: An Essay at Venetian Harmony, painted with a view to 
the Venetian style of colour. Archer: Sir Launcelot looks on Queen 
Guenevere, stated to be as finished as a work of the old Flemish school. 
Rosa Bonheur: A Highland Raid (a drove of cattle and sheep, with 
their wild Highland herdsmen). Drummond: King James returning 
public thanks after the Gowrie Conspiracy. Brodie (sculpture) : Winter ; 
La Vignarold.—The Directors of the Crystal Palace offer prizes to the 
total amount of 200 guineas, for the best pictures sent this April to their 
gallery :—6o guineas for a figure-picture in oils; 40 for an oil-picture not 
being a figure-subject; 20 for a water-colour; 40 for a picture by a 
French artist residing on the continent ; and 40 for a picture by a con- 
tinental artist and resident, not French. It is notified that trustworthy 
umpires will be appointed.—The sales effected from the late exhibition 
of the Birmingham Society of Arts amounted to £2400, which is an 
average receipt. 

Picture-Sales.—By Messrs Foster, 5th December; .4 Water-colour 
Collection, 150 lots. Turner: Hythe, £126 (Graves) ; Kidwelly Castle, 
a fine early specimen; Mount Lebanon, #157 10s. (Graves) ; Dover 
heights (engraved). William Hunt: May-blossom, and two other still-life 
subjects, £110 (Crofts). “ Father’s Boots” (a fisher-boy stuck in the 
boots), £157 10s. (Graves). Cox: The Road through the Cornfield; The 
Pass of Llanberis; The Flock returning, Evening, admirable; Calais Pier; 
Val Crucis Abbey; a copy of Turner’s famous “Tivoli,” #283 tos. 
(Graves). Prout: River-scene, with buildings and figures; Scene in 
Switzerland. Francis Danby: Newstead Abbey. Stanfield: Moonlight 
off Dover. Roberts: The Geralda Tower, Seville. Haag: a Neapolitan 
Fruit-Girl. Pugin: The Dining-hall of Christ Church College, Oxford. 
De Wint : On the Banks of the Thames ; A Homestead in Kent. Lewis : 
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A Roman Boy (miscalled “ Spanish” in the catalogue). Total, up- 
wards of £3750.—By the same, 24th and 25th February; an Oil and 
Water-colour Collection. Roberts: The Remains of the Temple of Pallas, 
Rome, £173 55. (Crofts). Stanfield: The Bay of Baiz, Carmelite Monks 
on a vine-clad terrace, £252 (Williamson). Rosa Bonheur: A Sum- 
mer’s Day, with sheep on the hills, painted in 1862, £294 (Leggatt). 
Horsley : Showing a Preference, the “popular” engraved subject, 
£378 (Watson). Duffield: Black-cock and Wild-duck, £85 (Vo- 
kins).—By the same, 22nd and 23rd February, a Collection of Cabinet- 
pictures, understood to belong to a dealer. Linnell Senior: A View in 
Surrey, £231. Cor: The Hayfield, Vale of Conway, and the Flock 
(2), £249 18s.. Leslie: Juliet’s Reverie, #210: Hook: Rustic Court- 
ship, £404 5s. Landseer: The Sentinel, #252. Total of the first 
day’s sale, £3600.—By Messrs Southgate and Barrett, 20th November, 
a Water-colour Collection. William Hunt: A View from Richmond 
Terrace ; From Richmond Terrace, Evening ; 17 pen and ink drawings 
from Rouen Cathedral and other buildings in Normandy. Bonnington: 
On the Seine, Evening. Turner: The Chateau d’Elz, very dreamy 
and beautiful in suffused colour; Dittisham on the Dart, Devon; A 
Pine-forest in the Tyrol; A Welsh church, and a River-scene. De 
Wint : Newark Castle and Bridge; A Canal-scene at Lincoln, a first- 
rate specimen. Cor: A Landscape, ploughing. Girtin: Ely Cathe- 
dral. Barrett: A Classical Landscape, Evening; Westminster, from 
Lambeth. Creswick: 13 engraved subjects from Hythe, Dover, and 
other places on the Kentish coast. Stanfield: The City of Lyons 
(engraved). A collection, bound up, of water-colour drawings and 
sketches by English masters of all periods—Hearne, Cozens, Edridge, 
Varley, De Wint, Wright, Nesfield, Westall, Lee, Stephanoff, Blake, 
Liverseege, Constable, Wilkie, and many others—85 works. A folio 
volume containing 52 drawings by old masters.—By Messrs Farebrother, 
Clark, and Lye, early in the winter, the contents of Studley Castle, 
Warwickshire, the property of Sir Francis Goodricke. Reynolds: Portrait 
of the Prince of Wales (George IV.), three-quarter length, £220 10s. 
(Lord Clermont); A Lady wearing a black lace shawl, £241 Ios. 
(Baron Rothschild) ; a Lady in a white lace shawl, and another in a 
light mantle, £131 5s. and £220 10s. (Lord Clermont). Ancient fur- 
niture, china, &c. The sale lasted seven days.—By Messrs Christie and 
Co., 11 Pictures, the property of a deceased Nobleman. Hogarth: 
Sarah Malcolm, the Murderess. Reynolds: George Colman. Jackson : 
His own Portrait. Holbein: Sir Thomas More. Teniers: The Tempt- 
ation of St Anthony.—By the same, a collection of works by Morland ; 
including the Cornish Wreckers, from the Standish Gallery, and a 
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Portrait of the Painter.—By the same, 13th and 20th February, the o/d 
and modern Pictures and Engravings of the late Mr S. G. Fenton, from 
Cumberland. Murillo: St John’s Vision of the Woman standing on 
the Moon, an early work. Danby: The Evening Gun. Carlo Dolce: 
The Assumption of the Virgin, a specimen of some importance. 
Ruysdael : A Woody Landscape, with Peasants anda Dog. Vandyck : 
Portrait of the Duke of Nieuborg, with a Dog, small whole-length. 
Rothenhamer and Breughel: The Temptation. Old Teniers: The 
Temptation of St Anthony. Canaletti: View of the Quirinal Palace. 
Paul Brill and E. Vandevelde: An extensive Landscape, with Travel- 
ling Peasants. Gaspar Poussin: a Grand Mountainous Landscape, with 
a man and dogs.—By thé same, 26th and 27th February, the remaining 
Pictures and Sketches of the late landscape-painter, Mr Bridell, and the 
so-called Bridell Gallery (18 works) from the Bevois Mount Collection, 
near Southampton. The Temple of Venus, £703 10s. (Isaac); The 
Colosseum by Moonlight, #430 10s. (Vokins); Lake Constance, 
£273 (Gibb); Etruscan Tombs at Civita Castellana, #267 10s. 
(Morby); Under the Pine-trees at Castel Luzano, #210 (Gibb). — 
Total for the “ Gallery,” #3328; for the studies in oils, &c., £2325. 
—By the same, 25th February, the pictures of the Rev. C. H. Crau- 
ford, of Old Swinford. William Linnell: Summer Crops, #168 
(Moore). Reynolds: A Lady with Children, #141 15s. (Holland). 
Total, £2876.—By the same, 2gth February, the reserve portion 
of the late Mr R. Chamlers’s Collection of Drawings, and some 
ancient and modern Drawings, the property of a Clergyman; both 
collections including several specimens by the leading English mas- 
ters, from Sandby and Girtin to our own day. Stothard: A Scene 
- from the “ The Sylph.” Gainsborough: Portrait of Admiral Berkeley, a 
finished whole-length in Indian ink. Da Vinci: 15 Heads in red chalk. 
Velasquez: A Death-scene, and five others, Rubens: St Francis, and 
nine others. 

Old Paintings discovered, c.—At the. Society of Antiquaries, on 
the 19th of November, Mr Scharf read a paper upon a fine portrait 
from Windsor Castle, which he has identified as being probably the one 
painted by Holbein, in 1538, at Brussels, in the space of only three hours, 
of Christina, Duchess of Milan, daughter of Christian II. of Denmark. 
Arundel Castle possesses a full-length of this lady.—In Swanbourne 
church, Bucks, re-opened on the 1cth of November, after restoration, a 
painting was discovered on the upper end of the wall of the north aisle, 
representing the pains of purgatory. It has been mostly plastered over: 
but a group of a woman with an angel and a devil, and the figure of 
Christ with a lamb above, is still exposed. The oldest portion of this 
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church, the chancel, is of the Early English period ; the rest considerably 
later—Remains of an extraordinary amount of mural decoration were 
lately discovered in St Alban’s Abbey; paintings on walls and piers, 
and geometrical ornaments elsewhere. On the Norman nave-piers the 
Crucifixion is more than once represented, in figures about four feet 
high. In another part of the church is a painting of the Unbelief of St 
Thomas, unusually elaborate and not much injured.—The wall-painting 
which was discovered some years ago in Dorchester Abbey-church, 
Oxon, and which is believed to be one of the earliest extant in Eng- 
land, has been renewed by Messrs Clayton and Bell; red was the only 
colour used.—The house of the Guise family in Gloucester, a mansion 
of about the time of Queen Anne, being lately under alteration for the 
purposes of a School of Art, has been found to contain (according to 
one account) behind some panelling, “a fine portrait of Pope,” and 
another “ remarkably fine” picture, “ Temptation,” supposed to be a 
Guido. This represents a cavalier tempting a woman with pearls. 
Pope is known to have been a guest of the Guise family. The pictures, 
‘ which are said to be uninjured, were placed in the hands of Mr Baylis, 
of Thames Bank, Fulham. Another account of the discovery affirms 
that the pictures were not walled up, but merely left uncared for, and 
that they are of no merit.—At the Institute of British Architects, on 
the ist of February, Mr G. H. Parker exhibited drawings of some 
mural paintings which have been discovered in Headington Church, 
Painted Glass.—In the restoration of Dublin Cathedral, a five- 
light lancet window has been set over the place of the high altar, with 
stained-glass pictures, by Messrs Barff, of Christ and the Evangelists. 
The lancet-windows of the clerestory and some others are filled with 
stained glass, the former by Messrs Casey Brothers.—Another of the 
painted windows for Glasgow Cathedral was placed, in November, in 
the south-west angle of the nave: it is by George Fortner, and illus- 
trates the life of Daniel. Towards the beginning of March two 
windows were likewise placed in the couplets under the great north- 
transept window—the three together having a surface of 600 square 
feet. The subjects are Aaron, Miriam, Joshua, and Deborah, with 
Angels holding scrolls. These windows, the production of Herr Franz 
Frees, a pupil of Kaulbach, are considered to be among the finest in 
the Cathedral. The mistakes in heraldry apparent in some of the other 
glass have been taken in hand for correction.—Messrs Morris, Marshall, 
Faulkner, and Co., have furnished a decorated east window for Ladock 
church, near Truro, re-opened on the 17th of January after re-building 
by Mr Street. The subjects are the Marys of the New Testament, 
with Mary of Bethany wiping the feet of Christ as central picture.— 
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Towards the beginning of February, an admired stained-glass east 
window by Messrs Ward and Hughes was put up in the choir of the 
Cathedral of St Asaph, in memory of the late Bishop and Mrs Carey. 
There are seven lights forming a double window. The central light 
represents the Ascension ; the other six are from incidents in the earthly 
life of the Saviour, treated medallion-wise, with figures of important 
size. The tracery was designed by Mr Gilbert Scott.—A stained-glass 
window, designed by Mr Butterfield, and executed by Messrs Wailes, 
has been placed in the choir of the church of St Cross, Winchester. 
The subjects are the Presentation of the Saviour in the Temple, and 
Christ blessing the Children. 

Obituary —Since we wrote last, British pictorial art has sustained a 
grave, it might seem a never reparable, loss in the death of an artist 
truly great in his peculiar walk, William Hunt; and a very sensible 
loss in the death of William Dyce, one of our most highly cultured and 
elevated painters. Before either of these eminent men, on the 4th of 
December, died at Barnes the landscape-painter, James Duffield Hard- 
ing, also a man of not inconsiderable mark, although, as his most dis- 
tinctive characteristic in art was facility, the too common fate of facile 
painters had befallen him, entailing superficiality and mannered self- 
repetition. Mr Harding, born in 1798, was one of the oldest members 
of the Water-colour Society, and a practised painter in oils as well. 
His father was an artist, successful as a drawing-master: he himself 
excelled in that character, having produced various books which retain, 
and will probably and deservedly long retain, a high reputation ; and 
he always showed the greatest good-will in imparting to inquirers his 
stores of informetion. He led the way to the use of tinted paper 
for sketching, and for the printing of landscape-designs, and co-operated 
with the late Mr Hullmandel in producing improvements in litho- 
graphy, and especially in the invention of litho-tint. He died from 
hemorrhage following a cold. To the death of Hunt some allusion 
has already been made in our article on “ Exhibitions in London.” In 
still-life painting, especially that branch of it which tends to simple 
object-painting, Hunt may rank as the greatest artist on record. His 
treatment of such subjects includes every element pertaining to them, and 
every one in perfection. Asa delineator of rustic or out-of-the-way 
character he was equally great, though not so absolutely unrivalled. In 
both classes of work, aud in whatever else he did, he was not, with all 
his extreme faithfulness, a mere imitator or transcriber, but essentially 
a re-moulder of the literal according to the truth of artistic invention 
and perception. Born on the 28th of March, 1790, at No. 8, Old 
Belton (now merged in Endell) St, Long Acre, his father being a 
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well-to-do tin-plate worker, Hunt died on the night of the roth of Febru- 
ary, at his residence in Stanhope-street, Hampstead Road, from the effects 
of a cold caught while he was examining the specimen-works of candi- 
dates for admission into the Water-colour Society. He studied under 
Varley and at the Royal Academy, and started as an oil painter. His 
first appearance as an Associate Member of the Water-colour Society was 
in 1824: he began in the low-toned, washy manner of his contempo- 
raries. It is stated that one of his finished still-life studies would 
occupy him, on an average, from a fortnight to eighteen days. He 
was an indefatigable worker; a man of quaint and loveable naiveté of 
character, corresponding to his queer knock-kneed yet vivid and acute 
exterior, half-way towards dwarfishness. His grave is in Highgate 
Cemetery. Mr Dyce died at Streatham on the 14th of February. He 
was born at Aberdeen in 1806, the son of a physician of repute. He 
studied in Edinburgh and in Rome. A pamphlet which he codperated 
in writing in 1837 on Schools of Design led to his appointment as Secre- 
tary and Superintendent of the Government schools. After a tolerably 
extensive range. of professional practice, in portrait and other subjects, 
Dyce took a very prominent position as a cartoon designer and fresco 
painter, winning a first-class prize in the Westminster-hall competition 
of 1843, and afterwards painting in Parliament the fresco of the Bap- 
tism of Ethelbert. He was elected A.R.A. in 1844, after the exhibition 
of his deservedly admired picture of Joash shooting the Arrow of Deliver- 
ance; and R.A. in 1849. Of his frescoes from the story of King Arthur, 
in the Queen’s Robing-room in the Houses of Parliament, Mr Dyce 
leaves completed the Vision of Sir Percival, or Religion ; King Arthur, 
unhorsed, spared by his vanquisher, or Generosity; Sir Tristram, or 
Courtesy; and Mercy. The non-completion of the series, including 
its largest subject, King Arthur’s Court, has of late led to frequent 
animadversion: only a few days before his death, Mr Dyce resigned 
the commission, and offered to refund such money as he had received in 
advance. He was not only a leader of British Art as regards dignity 
of drawing aad composition, and elevated choice of subject, but a man 
of various accomplishment, both in the scholarship of his profession, 
and in literature generally, and music. His remains have been buried 
in the church of St Leonard, Streatham. 

Scutprure.—Pullic Institutions—The Institute of British Archi- 
tects has received from Mr J. Morant Lockyer an extensive series of 
fine casts from early consular diptychs and ancient ivory carvings. 

Statues erected, Commissions, &c.—The statue in freestone of the 
late Duke of Richmond, by Mr Alexander Brodie, of Aberdeen, was 
uncovered at Huntly on the 13th of November. The figure is nine 
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feet high on a pedestal of twelve feet, and represents the Duke as 
Colonel of the Sussex militia, sword by side, scroll in hand.—Mr 
Woolner has completed the full-sized model for the marble statue of 
Macaulay, to be placed in the library of Trinity College, Cambridge. 
The historian is represented seated, in academic gown, the fingers of 
one hand between the leaves of a book. The same distinguished 
sculptor has done the colossal model for the bronze figure of Godley, 
for Canterbury, New Zealand.—Mr William Perry, Wood-carver to 
the Queen, has carved a bust of Shakespeare out of a block of oak, 15 
inches long, from New Place, the poet’s dwelling. It follows the 
Stratford bust, with modifications, and has been pronounced satisfac- 
tory.—Prizes having been offered by the Committee of the Architec- 
tural Museum, for wood-carvings such as those upon the miserere-seats 
of Cathedrals, nine examples were sent in competition, and were placed 
on view, towards the end of November, in the South Kensington 
Museum. By far the best, with an almost classical simplicity, was a 
design of sheep-shearing. The Committee, however, thought other- 
wise. They awarded the first prize, £20, to Mr John Seymour, stone- 
mason, Taunton, for his design of “ Carving a Vaulting ;” and the 
second, £5, to Mr J. M. Leach, Cambridge, for “ the Gleaners,” 
which latter design was selected to be used in a further competition 
for the colouring of a work of this class. To this competition fifteen 
specimens were sent. The first prize, £5 5s., was assigned to Mr 
Alfred Hassam, in the employ of Messrs Heaton, Butler, and Bayne, 
the glass-painters.-—A statue of Harvey, the discoverer of the circula- 
tion of the blood, by Mr Weekes, was lately added to the series in 
the court of the New Museutn, Oxford. He is represented holding a 
heart in his right hand, and feeling at his own heart with the left; his 
head bowed in earnest attention. This appears to be one of the best 
statues of the series. The same sculptor took a posthumous cast of 
the face of Thackeray.—Mr Noble’s statue of Mount-Stuart Elphin- 
stone has been placed in St Paul’s. He is represented cloaked, holding 
a scroll and a pen.—Mr Foley’s statue of Goldsmith, in front of Trinity 
College, Dublin, was uncovered on the 5th of January. The concep- 
tion is familiar to most of our readers: Goldsmith stands, with pen 
and note-book, as in the act of rapid mental composition. Another 
Dublin statue is that of William Dargan, by Mr Thomas Farrel, 
A.R.H.A. This was uncovered, on the 3oth of January, on the lawn 
of the Royal Dublin Society, the site of the exhibition which owed so 
much to Mr Dargan in 1853. The figure is 11 feet high, in bronze, 
on a pedestal of the same height. The likeness is by some critics con- 
sidered to be not unexceptionable ; by others, it has been highly praised. 





414 Fine Arts Record.—United Kingdom. 


—The original model of Flaxman’s statue of Burns has been deposited 
in the Burns monument, Calton Hill, Edinburgh. The statue itself 
was finished after Flaxman’s death, and is said to be less characteristic 
than the model.—The site of the Great Exhibition building of 1851, 
between Rotten Row and Kensington Road, opposite the conservatory 
in the gardens of the Horticultural Society, has been enclosed for the 
purposes of the monument to the Prince Consort. For the Scottish 
National Monument the competitive designs have been sent in; 
Messrs William Brodie and Steell being among the competitors.— 
Mr Boulton completed towards the end of last year his series of eight 
bas-reliefs to be placed as tympana in the arches of the Town-hall of 
Northampton. Four of them illustrate the Parliaments held in North- 
ampton by Henry III., Edward II. and III., and Richard II., and the 
Parliaments of Henry II. and VI. which granted charters to the town. 
The other subjects are the marriage of Waltheof and the Countess 
Judith, and the Funeral Procession of Queen Eleanor. Mr Boulton 
has also produced a series of wood-carvings of Angels and Archangels 
for the stall-ends in the choir of Hereford Cathedral. Both sets of 
works have received warm praise.—A memorial cross for the 8th Regi- 
ment, by Mr Leifchild, in recognition of their services during the 
Indian mutiny, has been erected on the Grand Parade at Portsmouth. 
The shaft and arms are of white marble: the cross stands 20 feet high. 
It bears three bas-reliefs illustrative of the regiment’s services, and at 
the top, a figure of Christ ascending —A monument to the late Arch- 
bishop Musgrave, a recumbent marble figure 7 feet 6 inches in length, 
on a Gothic tomb, has been placed in the Lady Chapel, York Minster : 
Mr Noble is the sculptor, and Mr Brandon designed the tomb.—Baron 
Marochetti has completed the model for the statue of the late Sir G. 
Cornewall Lewis, in bronze, which is to be erected in front of the Shire- 
hall, in Hereford, at a cost of £1000.—The silver goblet of the value 
of £100, which is to be awarded every five years, by the will of the 
late Dr Swiney, for a treatise on Jurisprudence, has been designed by 
Mr Maclise, and executed by Messrs Garrard. 

Old Sculptures discovered, restored, &c.—Roubiliac’s monument to 
Bishop Hough was lately removed from the north wing of the transept 
of Worcester Cathedral, in the course of the restorations there. The re- 
moval brought to light a long piece of encaustic pavement, once part of 
the old floor of the transept. The tiles were in good preservation, and 
of fine design, partly heraldic.—In the restoration of Holy Trinity 
Church, Stonegrave, Yorkshire, re-consecrated on the 4th of Decem- 
ber, several Runic stones were discovered, some bearing figures; also a 
Runic cross, which has been re-erected in the churchyard.—Towards the 
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middle of December some ancient remains were discovered near the 
site of the old Newstead Priory, including part of a statue of a warrior 
‘of Henry III.’s time. 

Olituary.—As in painting, so also in sculpture, British art has 
cause to mourn the early days of 1864. William Behnes died on the 
3rd of January: he had suffered from a paralytic affection, and had 
been taken, after a fall, to Middlesex Hospital, where he breathed his 
last—a painful death-bed for one who had been the most distinguished 
bust-sculptor of his day, and who continued till very lately in large 
practice. His exact age was uncertain, but must have exceeded seventy. 
The statue of Dr Babington in St Paul’s may be accounted his master- 
piece. The number of busts which he prepared for the chisel with his 
own hands is said to have been perhaps beyond parallel—male busts 
principally. He was a master in the refinements of modelling, which 
kept his likenesses graceful, without any appreciable ideal tendency. 
“ His was the only sculptor’s studio in London ever freely opened to 
all who sought admission,” premium or no premium. As the result, a 
large number of the leading sculptors of the day came from that studio, 
—Foley, Woolner, Carew, Lough, Weekes, Davis, Edwards, and others. 
The father of Behnes was a Hanoverian piano-forte maker; his mother 
English : he himself was a native of London. He began art as a por- 
trait-draughtsman on vellum or the like materials; studied in the 
Royal Academy ; and held the honorary post of Sculptor in Ordinary to 
the Queen. Behnes’s life clashed with the code of “ respectable ” society, 
and he suffered accordingly. His remains rest in the Kensal Green 
burial-ground.—Mr George Mossman, a sculptor born in Edinburgh, 
younger brother of the sculptor John Mossman, died lately at the age of 
forty, with the repute of a man of very simple and amiable character. 
His chief work was a life-sized statue of Hope. 

Misce.tLangous. — Public Institutions, &c.— Mr R. H. Soden 
Smith, M.A., was lately promoted from the post of Assistant-keeper of 
the South Kensington Museum to that of Keeper, in the room of Mr 
Robinson, appointed Art-Referee. Mr C. Heath Wilson, the master 
of the Glasgow School of Art, has retired. He took a very prominent 
part in the history of the Government schools during their various 
stages, having superintended the head school at Somerset House from 
1843 to 1848. The pictorial decoration of one of the large permanent 
exhibition-rooms, the south court of the Museum, has been commenced, 
and will comprise subjects of three sorts: 1, large figures of men dis- 
tinguished in connexion with the arts, painted in round-arched compart- 
ments with variously diapered gilt backgrounds, considerably above 
the level of the eye; 2, objects of art painted on the spandrils in gri- 
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saille, upon a dead-blue ground ; 3, above these, along the line of the 
gallery, small figures of arts, &c., represented by children, the chief sub- 
jects painted medallion-wise in red. The first figure executed under 
class 1 was Cimabue, by Mr Leighton: he is figured in a white dress, 
with shadows of a brownish tone. The whole treatment, which is 
worthy of Mr Leighton, does not depart far from the pictorial. The same 
painter has undertaken the figure of Niccold Pisano, Mr Burchett suc- 
ceeded with a figure of William of Wykeham ; Mr Cave Thomas, with 
Albert Durer; Mr Eyre Crowe, with Hogarth and Wren; and Mr 
Sykes, with Michael Angelo, who is represented as on a staircase of the 
Vatican, carrying some designs and his well-known anatomical figure. 
Mr Sykes is also engaged upon a figure of Raphael; Mr Redgrave, 
upon Flaxman and Holbein. Torrel, Palissy, Jean Goujon, and Cellini, 
are likewise to appear in the series, which will then complete this side 
of the court. I[t is proposed that all these figures, and a portrait 
by Mr Sykes of the Prince Consort, shall be executed in Mosaic. 
Mr Watts also has completed his sketch for a large picture which is 
to fill the lunette at the north end of the east half of the court. 
In classes 2 and 3 a considerable number of works have been done 
by, or under the direction of, Mr Sykes. The north court of the 
Museum has been laid out for the display of the sculptural col- 
lection, so exceptionally rich in works of the medizval Italian schools. 
—The publications of the Arundel Society for 1863 consist of a 
copper-plate by Herr Schaffer from one of the best subjects of Fra 
Angelico’s series in the Chapel of St Nicholas, Rome, St Stephen 
thrust out before his martyrdom; of a well-executed chromo-litho- 
graph, by Messrs Storch and Kramer, from one of the frescoes by 
Masaccio and Lippino in the Brancacci Chapel, the famous subject of 
Peter and Paul raising the King’s Son, and the Homage to Peter; and 
of three auxiliary studies from the same fresco. One of the recent 
extra publications of the Society is another chromo-lithograph by the 
same artists of the Conversion of Hermogenes, from Mantegna’s fresco 
in the Church of the Eremitani, Padua.w—The Museum of the Perth 
Literary and Antiquarian Society was robbed, on the 29th of Novem- 
ber, of a large number of ancient coins, ornaments, &c.—On the 18th 
of December, Mr Millaisand Mr E. W. Cooke were elected full mem- 
bers of the Royal Academy: Mr Faed and Mr Horsley were the un- 
successful competitors who went to the vote. It was decided on the 
2gth of January that no further elections of Academicians or Associ- 
ates shall take place pending the report to be made to the general 
assembly by a special committee appointed in consequence of the Report 
presented to Parliament. Mr Goodall has sent in his diploma-picture 
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—a Nubian lute-player in Cairo, and his audience. On the 1oth of 
December the following (with other minor) premiums were awarded 
by the Academy. The gold medal, and a scholarship of #25 for 
two years, to Mr Francis Holl for the best historical painting (Abra- 
ham preparing to sacrifice Isaac) ; Mr Francis Bursill, for the best his- 
torical group in sculpture; and Mr R. P. Spiers, for the best archi- 
tectural design (a palace staircase): the Turner gold medal to Mr 
Frank Walton for the best English landscape (a distant. view of Leith 
Hill) ; the travelling-studentship for one year, with an allowance 
of £100, to Mr T. H. Watson for a design in architecture (a 
Town-hall and market-place). Mr Walton is the first recipient of the 
Turner médal: Mr Holl and Mr Spiers carried off each one minor 
prize, besides those here cited.. It is said that Government has offered 
to hand over to the Academy the whole of the National Gallery build- 
ing, on condition that the Institution shall accept a royal charter, 
enlarge its ranks, and “ share its powers with a popular constituency.” 
A new national gallery would, it is said, be built at the back of Burl- 
ington House, from plans prepared by Messrs Banks and Barry; the 
estimated cost being £150,000. There would be seven parallel galleries, 
each 40 feet wide, 40 high, and goo long—The Irish National 
Gallery opened on the zoth of January. The funds for the institution 
were raised by a public subscription of £3000; a parliamentary grant 
of £21,500, out of which the sum of £2500 was applied to the pur- 
chase of works of art; and £5000 paid over by the Dargan Com- 
mittee. Twenty-five pictures have been presented to it direct; 31 trans- 
ferred, permanently or on deposit, from the Gallery in London; 71 
purchased. The vestibule of the building leads into a Ninevite and 
Egyptian Court: a sculpture-gallery follows, about 112 feet Jong 
by 40 broad, including casts from the antique. The grand picture 
gallery is up-stairs, 124 feet long by 40 broad, and about 45 feet 
high. It receives light from above only, and is illuminated at night by 
gas. There are four smaller rooms, for modern art, engravings and 
photography, cartoons, and cabinet and water-colour paintings. A large 
number of the pictures are from the Fesch collection; and the Taylor 
collection, consisting of 103 water-colours, has been bequeathed to 
the institution. The total exceeds 230. Mr Mulvany is the editor 
of the catalogue. The gallery is open to the public on four week- 
days from noon to dusk, and on Sundays from 2 o’clock to 5: 
the remaining days are reserved for students. The number of 
visitors in the first week was -3301.—At a meeting of the Graphic 
Society on the 13th of January, there was a large display of pictures 
and drawings by the late animal-painter, James Ward ; including a 
VOL. I. 27 
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picture painted in emulation of Rembrandt’s Mill, the Horses of Dun- 
can (from Macbeth), &c. There were also exhibited various drawings 
from the royal collections, by Da Vinci, Raphael, &c.— Lord Stratford de 
Redcliffe has become President, for the current year, of the Society for 
the Encouragement of the Fine Arts. At the Society’s first meeting 
for its sixth session, on the 14th of January, there was an interesting 
assemblage of British pictures, by Reynolds, Crome, Constable, Wilkie, 
Stanfield, Turner, &c.—Mr Burges has delivered this year one series 
of the Cantor Lectures at the Society of Arts, terminating on the 21st 
of March. His course consisted of seven lectures on “ Fine Art applied 
to Industry.”—The subscription-work of the London Art-union for the 
present season is an illustrated folio “‘ Ancient Mariner,’—the illustra- 
tions, 20 in number, being etchings, not .carried much beyond outline, 
from designs of considerable ability by Mr Noel Paton.—The following 
jectures, among others, are in the course of the Architectural Museum 
for the present season. March 15, On the Position of the Art-Work- 
man, by Mr Beresford Hope; May 10, The Monumental Architecture 
and Sculpture of this country during the Middle Ages, by Mr M. H. 
Bloxam ; May 24, Painted Glass in its connexion with Architecture, 
by the Rev. G. Ayliffe Poole. 

Decorative Designs, New Processes, &c.—About seventy designs 
were sent in towards the end of last year to the competition announced 
by the Society of Arts; and a committee has been appointed to arrange 
for a new competition, with prizes amounting to nearly £500. The 
classes of work are to be carvings in marble, stone, or wood ; repoussé 
work ; hammered work in iron, brass, or copper ; ivory-carving ; bronze 
chasing; etching and metal-engraving; niello; enamel-painting on 
copper or gold; porcelain painting; inlays in wood (marqueterie or 
buhl), ivory, or metal; cameo-cutting; engraving on glass; wall- 
mosaics ; gem-engraving ; die-sinking ; glass-blowing; book-binding 
and leather work; and embroidery. The works are to be sent in by 
the 26th of November. The judges in the competition now decided 
were Messrs Redgrave, Digby Wyatt, and John Webb. The chief 
prizes were assigned as follows, the criterion being executive, not 
inventive, merit; The human figure in bas-relief, J. Griffiths, Birm- 
ingham ; Ornament in bas-relief arabesques, C. H. Whitaker, Birm- 
ingham; Ornament after a Flemish salver, G. Webster, Sheffield ; 
carving in ivory, J. W. Bentley, London; metal-chasing, Gib- 
son’s Psyche, W. Holliday, Islington; ornament after a bronze 
plaque, G. R. Meek and R. E. Barrett (both stated to be in the 
employ of Messrs Hunt and Roskell); porcelain-painting after Ra- 
phael’s Boy with Doves, E. E. Dunn, Hanley. The offered first 
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prizes were not awarded in the classes of hammered work, orna- 
ment after arabesques, inlays in wood, and ornament after a majo- 
lica plate.—It is announced that Messrs Minton have overcome the 
difficulty which has hitherto beset English mosaics; being able to 
produce in earthenware all sorts and shades of colours, including gilt 
tessere. Messrs Powell (of Whitefriars) have moreover been very suc- 
cessful in producing, in glass-mosaic, vermilions and crimsons not 
before obtained.—Messrs Hodson and Son, of Portugal-street, have 
produced specimens of a “ new chromographic process” for giving per- 
fect facsimiles of oil and water-colour paintings for book-illustration. 
As many as 100,000 impressions of one subject have been taken by 
steam without any perceptible deterioration; and the subjects can be 
sold as low as a penny a-piece. Very high praise has been given to 
the specimens.—On the 3rd of February M. Vial lectured at the Society 
of Arts upon his new process of engraving on steel or metal plates. 
The subject is traced in metallic ink on the plate either by hand or 
else by transfer from a drawing (or even from an engraving which has 
been treated with the proper metallic solution), placed in contact with 
the plate, and passed through an ordinary copper-plate press. The 
metallic ink may be a solution of sulphate of copper, or the salt of some 
other metal, according to the material of the plate: for the discovery is 
based upon “ the long-known scientific fact that, by plunging a piece of 
one kind of metal, say steel for instance, into a saline solution of 
some metal of an opposite nature (such as copper, say), the solution is 
immediately decomposed, and the reduced metal is precipitated upon 
the former, frequently with a considerable power of adhesion.” The 
plate, treated as above specified, is then immersed in a solution of sul- 
phate of copper and nitric acid. Next comes the process of engraving 
or etching, which is finished in about half an hour. The deposit of 
copper is then cleaned off, and the design is found to be reproduced in 
intaglio, and ready for ordinary printing. The shadows are sufficiently 
strong ; and the fine lines are not, as in common engraving, injured by 
under-cutting or spreading. This is stated as the distinctive character- 
istic of the process, of which M. Vial produced some specimens.—On 
the 15th of February the Site and Monument Committee of the Lon- 
don Shakespeare Tercentenary Committee reported, proposing that the 
memorial should be a work of monumental art; and that a site should, 
if possible, be secured in the Green Park, on the high ground near Pic- 
cadilly. These recommendations were adopted. The executive body 
for obtaining designs, and for general purposes, consists of the Duke of 
Manchester, the Honourable Wm Cowper, Sir Joseph Paxton, Professor 
Donaldson, and Messrs Tite, Beresford Hope, and Maclise. This sub- 
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committee proposes to call for designs by public competition when the 
necessary funds are in hand; “ prescribing that the statue shall be of 
bronze, and that it shall be placed under an architectural and decorated 
canopy in the style of the period at which Shakespeare lived, and afford- 
ing scope for artistic illustrations of the poet’s works. These designs 
will be submitted for public inspection, and will be decided upon by 
competent judges of acknowledged authority and reputation.” In 
Stratford on Avon, as well as in London, there is a monumental 
memorial committee, including Messrs Tennyson and Ruskin. 

Sales.—By Messrs Christie & Co., 14 January, a fine collection of 
ancient Chinese Enamels from the Summer-palace, with sculpture and 
other works.—By Messrs Puttick & Simpson, 25th February, “an entire 
Museum of Metal-Work, attributed to the 12th, 13th, and 14th centu- 
ries, consisting of nearly 2000 pieces (no two alike), some of large size, 
representing a great variety of subjects, ecclesiastical and civil, figures, 
groups, vessels, utensils, &c., found in excavations near the banks of 
the Thames, and in the bed of the river;” also medizval carvings and 
chasings, groups and reliefs in terra-cotta, Wedgwood ware, &c.; and 
other works of virt.—By the same, 22nd to 27th February, the miscel- 
laneous effects and collections of the late Lord Lyndhurst. The fine old sil- 
ver tea-kettle and stand, with trees and objects of the chase, #47 1535. 6d. 
(Tite). A pair of Marcolini Dresden flower-pots, with goats’-head 
handles, and finely painted flowers and birds, £26 10s. A pair of 
old Nankin China jars and covers, 46 inches high, #120. A pair of 
oriental jars and covers, 18 inches high, the ground crimson, enamelled 
with richly coloured flowers, birds, and insects, #131 5s. A Louis XVI. 
secrétaire of inlaid woods, mounted with or-molu, the slabs of Brescia 
marble, £81 18s. A dispatch-box, with lock and key made by Louis 
XVI. himself. — By Messrs Sotheby & Co., 23rd February, a col- 
lection of Engravings by Durer, Rembrandt, and Hollar, which pro- 
duced unusually high prices. Durer: St Hubert, £37 5s. 6d.; the 
Knight of Death, #14 14s.; The Shield of Arms, with Skull, #20 tos. 
Rembrandt : Long Landscape, with Cottage and Barn, £14; Ephraim 
Bonus, £21; Burgomaster Six (second state), £33 12s. Hollar: 
Interior of the Royal Exchange (first state), £24 10s.; Portrait of Sir 
Thomas Chaloner, after Holbein, #24. 

Photography.—Mr W. S. Shirras, of Aberdeen, has brought for- 
ward a process of transferring photographs from paper to porcelain. 
He represents this process to be a new discovery; but some question 
has been raised on that point.—With regard to the extremely curious and 
interesting question of the supposed photographs produced at Matthew 
Boulton’s establishment towards 1783 to 1791, and by Wedgwood’s son 
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Thomas towards 1790, the Photographic Society, which renewed the dis- 
cussion of the subject on the 5th of January, is not very favourable to the 
idea that these works are genuine photographs. The large paper-sub- 
jects are surmised to be peculiar examples of colour-printing ; and the 
dates of the others to be questionable. An impression nevertheless 
prevails that the Lunar Society did really experiment in photography. 
—Our last Record referred to a process of photelectric engraving dis- 
covered by Mr Duncan C. Dallas, a photographer in Fleet Street. 
The photographs are by this process transferred in intaglio to an iron 
plate, and the prints struck off therefrom have the minuteness of pho- 
tography. As many as 2000 prints have been taken from a plate of 
the Banquet-hall at Kenilworth: the texture of its lines is granulated. 
The invention avails also for re-productions of photographs upon porce- 
lain,—indeed, for all sorts of substitutes for drawing and photography. 
Its cost is about one-third that of ordinary engraving. Mr Dallas has 
not patented his invention, but preserves the secret of it. 
Obituary——Mr Edward Radclyffe, the engraver, died at Camden 
Town in November. He was born at Birmingham about 1810, his father 
being a landscape-engraver. Among the works of the deceased are 
" engravings in the Art Journal, and etchings after Cox for the Art Union. 
—Mr W. Buchanan, author of the “ Memoirs of Painting, with a 
Chronological History of the Importation of Pictures by the Great 
Masters into England,” 1824, and of various other works on the Fine 
Arts, died in Glasgow on the 20th of January, aged 87. He had made 
considerable progress towards carrying down the Chronological History 
to the present time. He had for many years been an importer of 
pictures ; among others, the Bacchus and Ariadne, by Titian, and the 
Peace and War, by Rubens, now in the National Gallery. 


FOREIGN. 


PaintT1ING.—France.—Towards the beginning of December the first 
portion of the paintings of the French School, from the fourteenth 
century to the present time, was opened in the Louvre, on the first floor 
of the so-called “ Louvre de Napoléon Trois” in the south square of 
the Cour des Squares.—The obituary of French painters for 1863 in- 
cludes the following: Albrier, particularly known as a painter of young 
girls, in a dreamy, poetic manner ; Jules Bornot, eminent by a “ Descent 
from the Cross;” Léon Villevieille, a native of Paris, admired as a 
pastoral painter; Eugéne Decourt, a young man of twenty-two of 
whom high hopes were entertained ; Henry Sieurac, a native of Paris 
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and pupil of Delaroche, prominent as a historical painter in the Pari- 
sian salon of last year, who died about the middle of December, aged 
thirty-eight; and Jakobber, a native of Blieskastel in Bavaria, but 
naturalized in France, pupil of Gerard Vanspaendonck, and particularly 
delicate as a porcelain-painter—M. Gigoux has been engaged upon a 
set of mural paintings in the Church of St Gervais, Paris, which have 
elicited applause ; the Flight into Egypt, the Repose in the Desert, the 
Entombment, and the Resurrection—The National Society of the 
Fine Arts in Paris opened in February its first exhibition, at No. 26, 
Boulevard des Italiens. This body was founded in April, 1862, to last 
for ten years ensuing, and includes 200 artists, along with numerous 
amateurs: its main object is to enable artists to transact their affairs 
direct with the public. Painters, sculptors, engravers, lithographers, 
and architects, belong to the society: it is projected to hold exhibitions 
in the large towns of France and Europe, as well as in Paris. The 
Manager is M. Louis Martinet. The Committee consists of fourteen 
members, with a President and Vice-President, to which posts MM. 
Théophile Gautier and Aimé Millet have been elected for the year 
1863-4: among the members are MM. Baudry, Gudin, Barrias, and 
Hébert. The exhibition contained 295 works, and, without being con-' 
spicuously good, possessed its fair share of that high average of attain- 
ment for which France is distinguished. We may specify— Corot : The 
Evening Star, a very fine specimen of this poetical landscape-painter. 
Daubigny: Spring. Doré: Farinata degli Uberti, an oil-picture from 
the design in the artist’s series to Dante; a series of about 100 designs 
from the Bible, in greys monochrome heightened in the lights and 
shades, testifying once again to the artist’s great talent and power of 
combination, and also to the early exhaustibleness of this class of 
resources when tested by the higher order of subjects. Hippolyte 
Flandrin: portraits of Casimir Périer, and of two Ladies. Edouard 
Frere: An Old Woman of Auvergne sewing; eight studies in a com- 
mon frame. Laugée: Duty (a boy doing a writing-lesson, while his 
grandmother cuts him a slice of bread); Repose. Pasini: The Sugar- 
bazaar in Cairo; The Carpet-bazaar at Kan-Kalil, Cairo. Patrois: 
Joan of Arc at Margni (brought before her captors—a well-sized 
historical work of some pretension, and some performance too). An- 
tigna: Head of a Peasant-girl of Anso, Haut-Aragon. Schreyer: 
Arabs retreating. Braquemond: Portrait of Erasmus, after Holbein ; 
The Death of Matamore (etchings). Carrier-Belleuse : Bust of Madlle 
Deniére.—The artists composing the Cercle de la Rue de Choiseul, 
~ Paris, opened towards the end of February a collection including various 
choice and interesting works ; few of which, however, appeared here for 
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the first time. Delacroix’s “‘ Convulsionists of Tangiers,” one of his 
finest pieces of colour, was among them.—M. Massiére, a chemist in 
‘Paris, has studied the question of how to preserve from damp pictures 
painted on canvas and hung against walls. He has introduced the 
plan of attaching to the back of the pictures a double sheet of metallic 
paper, made of tin ; and it is said that this simple precaution acts as a 
certain preservative —A fine picture, which good judges affirm to be by 
the eminent sixteenth-century painter Clouet, termed Janet, is now in 
Paris, in the hands of a Polish gentleman, Mr Lachnicki. It is by far the 
most important work of this master, in scale and subject, with which we 
are acquainted ; and rivals any of his recognized chefs-d’ceuvre in excel- 
lence, being distinguished among them by a suavity and ease of handling 
in advance of the generally somewhat medieval preciseness of Clouet’s 
execution. The supposed subject also is of unusual importance. The 
picture is considered to represent Diane de Poitiers delivering the infant 
Duke of Alengon, son of Henri II. and Katharine de’ Medici, to his 
nurse ; and upon three personages in the group have been bestowed the 
names of Katharine, the dauphin Francis, and Mary Queen of Scots, mar- 
ried to the latter not far from the date of the Duke of Alengon’s birth. 
The greatest chronological difficulty in connexion with the assumed 
subject of this picture is the age of Diane de Poitiers. According to 
some accounts, she was no less than about fifty-nine at the time in- 
dicated, and the lowest account makes her forty-seven, whereas the 
figure might well pass for a woman of from thirty to thirty-five. How- 
ever, she was a prodigy of apparent juvenility, which may account for 
part of the discrepancy: and perhaps flattery may account for the rest. 

Italy.—In a recent exhibition of modern works at the Academy of 
Fine Arts in Venice, the students’ productions are said to have shown 
adequate training. Less commendation is bestowed upon the works of 
the ordinary exhibitors. The number of contributors was 139, the 
works including a few busts, vases, &c. The only works named as 
noticeable were some half-dozen genre pictures by Guglielmo Stella, 
Cesare dell’? Acqua, and Giulio Carlini, and landscapes by Luigi Que- 
rena, Giuseppe Holzer, and Professor F. Moja.— Rome continues fertile 
of discoveries of ancient pictures. The researches under the church of 
San Clemente, continued by Father Mullooley, show that the whole 
interior of the ancient and now subterranean edifice must have been 
painted in polychrome. The subjects last discovered are considered to 
be the most interesting and valuable extant records of the art between 
the period of the catacombs and the fourteenth century. They occupy 
a wall-surface above the actual facade of the building, and seem to have 
belonged originally to the narthex. They illustrate the Martyrdom of 
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Pope St Clement on the coast of Cherson (the Crimea) where he was 
drowned, but his body miraculously preserved in a submarine temple. 
These incidents, and the miraculous preservation of a child who visited 
the temple, form the subjects of the paintings, the latter in three scenes. 
Below appear the donor and his family: his name is inscribed, Beno de 
Rupiza. In the centre of this group, within a circlet, appears St 
Clement, bearing a nimbus, and having a Leonine verse subscribed. 
Cavalier de’ Rossi considers these pictures to be of a late date in the 
eleventh century. In another part of the same church was lately found 
the second half of a picture representing the transfer of St Cyril’s 
body from St Peter’s to this edifice: the first half had been previously 
discovered. A pope, probably Nicholas I., is present, with two bishops ; all 
the heads bearing the nimbus, except that of one of the bishops. There 
is also a figure of a woman in passionate grief. To the right of this 
picture, but not formally divided from it, is another, of the celebration 
of mass by the same pope. The light is supplied by pendant lamps: 
there are no tapers, nor yet a cross. The pope wears the tiara of a 
single crown, of which this is the earliest extant representation ; the 
ecclesiastical vestments are almost the same as at present, the other 
details of costume, &c. rather classic than medieval. The colouring is 
surprisingly fresh, and far from inharmonious; the draperies are fine, 
the faces earnest, and some even beautiful ; the drawing evinces little 
anatomical knowledge, and the perspective is much as in works of the 
fourteenth century. These pictures are probably by the same artist as 
the more complicated paintings previously uncovered. Besides these 
discoveries at San Clemente, there has been found, in the hypogee 
called after Pretextatus, a chapel, which is identified as the burial- 
place of St Januarius. It contains paintings most valuable in illus- 
tration of the sacred art and symbolic system of the second century : 
they are said to be still more important than those in the Cata- 
combs of St Calixtus, which de’ Rossi considers to belong to the 
period of the Severus dynasty. In the Ager Veranus, or Catacombs 
of St Lawrence, a sepulchral chapel has been found, surrounded by 
symbolic pictures full of mystic meanings under the form of bibli- 
cal parables. One of them is supposed to relate to the vision of 
Constantine.—It is reported that the late Marchioness of Barolo has 
left her collection of fine art to the King of Italy. Besides some 
sculpture, it includes among its pictorial treasures the following works: 
Giotto, The Coronation of the Virgin; The Four Evangelists (the 
latter perhaps only a work of the school); Andrea del Sarto, a Ma- 
donna; Tintoret, The Descent from the Cross; Velasquez, A Portrait 
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of himself; Giorgione, Giuliano de’ Medici; Holbein, A Child ; 
Caravaggio, A Guitar-player ; Rembrandt, A Portrait of himself. 

Germany.—On the 27th of November, the Dresden Academy of 
Fine Arts closed an exhibition reported to be of some merit. Works 
specified with approval were—Pluddemann, Prince Conradin on the 
Scaffold, and Ludwig Herrmann, of Berlih, Moonlight, Scene on the 
Haff.—In our last Record we mentioned various charges brought 
against the management of the Munich Pinacothek. Other charges 
are that, although copying in the rooms is forbidden, one of the keepers, 
after closing-hours, makes copies for sale; and that the catalogue is 
most unsatisfactory, and wrongfully attributes to great painters no less 
than 54 very inferior works. A great improvement, however, has 
already been effected as regards restorations; Professor Pettenkofer 
having been entrusted with this business, and having produced results 
almost miraculous. His process still continues unexplained: but Pro- 
fessor Liebig certifies that he has thoroughly examined it, and finds that 
it cannot possibly harm pictures. No chemical change is made, but 
only “ the physical and optical effects of the air” removed. Mechani- 
cal injuries, re-paintings, &c., are not cured by this process. One of 
its merits is cheapness, as a square foot of canvas could be restored for 
about a farthing. The painters Kaulbach, Piloty, Schraudolph, and 
Schleich, confirm the favourable verdict upon Professor Pettenkofer’s 
invention ; Piloty especially having tested it with great care. Among 
the pictures from the Schleissheim Gallery upon which the process has 
been tried with extraordinary success was a “ Raising of Lazarus ” 
hitherto attributed to De Wete, but which is now found to be signed 
by Rembrandt.—A supposed portrait of Katharine von Bora, the wife 
of Luther, has been exciting attention. It is attributed to Kranach, 
and belongs to Herr Samuel Baruch, of Cologne.—The Exhibition of 
the Society of Artists, Vienna, opened early in the current year. “It 
is said to contain some very high-class productions.” 

Belgium and Holland.—M. Leys has completed a picture of the 
Entry of Charles V. into Antwerp, for a new Museum of the works 
of living artists which is to open in that city during the current year, in 
connexion with the Academy of Fine Arts.—It has been notified that 
henceforth the Dutch Exhibition of Art will be held in successive years, 
at Rotterdam, Amsterdam, and the Hague—not in two or more of these 
three cities together, as heretofore. 

Russia.—A new catalogue lately published of the Imperial Hermit- 
age Museum, the work of Baron Kéhne, one of the officers of the 
establishment, shows 1631 choice pictures amid a total of 7000 or 8000. 
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The collection has been in progress since the reign of Peter the Great, 
or, as a gallery upon its present foundation, since that of Katharine II. 
It now includes the Crozat, Walpole, Coesvelt, and Malmaison collec- 
tions, and several pictures from the Barbarigo Gallery, Venice. The 
history of the several works is traced in the catalogue. Of the 1631, 
above named, 327 are Italian examples, 944 Teutonic, 115 Spanish, 
172 French, 8 English, and 65 Russian. The Spanish and Flemish 
departments are the most important ; comprising 20 pictures by Murillo, 
6 by Velasquez, 60 by Rubens, 41 by Rembrandt, and so on. The col- 
lection is contained in 39 rooms and cabinets. 

Australia.—The Society of Arts in Adelaide held their. seventh 
annual exhibition in December. The Society offered twenty-four prizes ; 
the highest being £6 6s. for the best oil-painting of some event in the 
history of South Australia, to be painted by a resident in the Colony. 

America.—The fourth annual exhibition of the Artists’ Fund 
Society has been held in New York. To judge from a published ac- 
count, there was not much in it to praise: works commended for care 
are—Winslow Homer, “ Playing Old Soldier,” and the Suttler’s Tent ; 
and Eastman Johnson, A Portrait, and The Village Blacksmith.—The 
prices of pictures have gone up very greatly of late in the Federal 
States of America. The collection of Mr John Wolfe was sold by 
auction in New York, towards the end of December, containing speci- 
mens of the chief European Schools of painting, and a smaller propor- 
tion of American works, which did not sell so high. The following 
are among the prices cited. (American) Cole: Scene from Cooper’s 
“ Prairie,” 790 dollars. (British) T. S. Cooper: A Flock of Welsh 
Sheep, 1780. Haghe: Pilgrims at the Holy-water Fount, St Peter’s, 
760. Herring: The stirrup-cup, time of Charles I., 1950. Prout : 
Venice, 460. Haag: Head of a Dalmatian Peasant, 460. (German) 
A. Achenbach: A Storm clearing off, Coast of Sicily, 3000. Gude : 
Early Morning on the Norwegian Mountains, 925. Knaus: The Old 
Beau, 885. Waldmiiller: The Spring and Winter of Life, 550. 
(Belgian and Dutch) Koekkoek: Sunset on the Upper Rhine, 3500. 
Wappers: The Confidante, 3100. (French) Couture: Day-dreams, 
4750. Troyon: A Norman Landscape with Cattle, 2750. Brion: 
Breton Peasants at Prayer, 2750. Edouard Frere: Morning Prayer, 
2550. Delacroix: A Sylvan Bath, 2400. Meissonnier: A Smoker, 
2250. Hamon: The Etruscan-Vase Merchant, 1075. Plassan: The 
Flower-girl, 950. Théodore Rousseau: View near Barbison, 750. De- 
laroche : Christ tempted on the Mountain, 575. (American Sculpture) 
Moxier: The Peri, 2700. Messrs Goupil are said to have bought 
largely at this sale. 
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Scutpture.—France.—A bronze statue of Prince Eugéne Beau- 
harnois, by M. Dumont, was erected in November in the Place du 
Prince Eugéne, Paris—M. Denis Foyatier, a French sculptor and 
author of repute, pupil of Marin and Lemot, died of apoplexy, towards 
the end of November. He was born at Bessiére, in the Department 
of the Loire, in 1793, and was a member of the Académie des Beaux 
Arts: among his works are statues of Spartacus, Cincinnatus, and Joan 
of Arc.—The sculptor Joseph Debay (Pére), a native of Malines, but 
an artist of the French School, having been a pupil of the Académie 
des Beaux Arts, and of Chaudet, also died last year. He was a painter 
as well as sculptor, and had the superintendence of the Antiques in 
the Imperial Museums. His busts are considered admirable; particu- 
larly that of General Cambronne, at Versailles. The statues of Pericles 
at the Tuileries, and of Louis XIV. and Colbert at the Luxembourg, 
are also by Debay. He was father of two other distinguished sculptors, 
one of them universally famous by his group of “Eve and her two 
children.’”—M. Willéme’s invention of “ photo-sculpture” has been 
patented in the various continental states, and in England: the Parisian 
atelier is near the Barriére du Roule. The sitter is posed in a circular 
chamber, lit from above, and having around its walls, at equal distances, 
twenty-four lenses, which photograph him in as many different views. 
Three images of the sitter are traced and moulded upon clay, by an 
ingenious mechanical contrivance, the gist of which is the use of the 
pentagraph in tracing simultaneously upon a plate of ground glass the 
magnified photographic image projected thereon, and upon the clay the 
same set of lines as on the glass. A single short sitting will then enable 
a modeller to produce from this clay a faithful likeness, which is said to 
be also agreeable as a work of art. As yet, only statuettes of about a 
foot high have been produced, in the way of full-length portraits, along 
with busts, bas-reliefs, and medallions; but the same process would 
avail for life-sized figures. The portraits are indefinitely multipliable by 
casting. 

Italy.—During 1863 no less than 64 statues were erected in Milan 
Cathedral.—A bronze bust was lately found in some ruins at Perugia, 
and is now in a private collection there. Some reasons are adduced for 
surmising it to represent Hypnos (Sleep): it is poetic and dreamily 
melancholy in character, of a very feminine type, and with lateral wings 
to the forehead. Another recent discovery at Perugia is an Iliac Table, 
or series of small reliefs from the Iliad. There is also one from the 
Odyssey, belonging apparently to a second series.—During excavations 
begun in November by Prince Torlonia, at Porto, the ancient sea-port 
of the Tiber, a marble relief was discovered containing several figures, 
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some of which evidently represent colossal statues of gods, with public 
buildings, ships, an elephant-drawn chariot, the she-wolf suckling 
Romulus and Remus, and, near the centre, a large eye. Signor Vi- 
sconti supposes this relief to be a sacrum donarium, or votive design, 
made, as the Romans expressed it, ex viso (in consequence of a dream) ; 
being a vision, as symbolized by the central eye, of the enlargement 
and embellishment by Trajan of the Tiberine port. If this supposition 
is correct, the work is almost unique among Roman discoveries. Dr 
Henzen, however, considers that the relief merely represents the return 
of a galley from a sacred voyage. Another work discovered at Porto, a 
figure of a woman near an altar, is believed by the same gentleman to 
be a portrait of Julia Domna, wife of Septimius Severus. A further 
discovery is a male nude torso of a figure which must, in full, have been 
10 or 11 palms high; it appears to he a Greek work of a period far 
from the decline.—A bust of Livia, the wife of Augustus, was found 
last winter on the same site as the renowned statue of that Emperor, 
and which is reputed to be Livia’s Vigentine Villa.—On a vault in the 
palace ascribed to Caligula, in the Farnese estate of the Emperor 
Napoleon, has been discovered an exquisitely beautiful example of 
stucco relief, with floral designs, and different figures divided by quad- 
rate bordering.—Baron Marochetti has executed a colossal bust of 
Rossini, which has been presented to Pesaro, the musician’s native 
town.—A hitherto unknown bust by Canova, of Paolo Renier, the 
penultimate Doge of Venice, has been discovered in the Altichiero 
Villa, near Padua.—A contemporary publication states, as an item of 
Roman news: “ Attention has been awakened recently by a portrait of 
the Saviour, described as authentic. It has been copied from a cameo ; 
and its inscription informs us that it was executed by order of the Em- 
peror Tiberius, and given by way of ransom to Pope Innocent VIII. 
M. Van Clef, a Parisian sculptor, is to re-produce it.” 

Germany.—The first stone of a monument to Schiller was laid in 
Frankfort on the 15th of October. For the monument in Berlin, the 
design of Herr Reinhold Begas has been selected by the commission 
appointed, which consisted of three sculptors, three architects, and three 
painters.—The bronze monument of Melanchthon, to be erected at 
Wittenberg, has been cast in Berlin, and is now finished.—Herren 
Danndorf and Kietz, of Dresden, have completed two further statues 
for the Luther monument at Worms—Frederick the Wise and Philip 
the Generous. 

Holland—A monument to the national poet of Holland, Joost van 
der Vondel, born in Cologne in 1587, and termed the Dutch Shake- 
speare, has been founded in Amsterdam. 
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-* ‘Russia—A monument has been set up in Odessa to the General- 
Governor, Prince Woronzow. 

America.—The great bronze door of the Capitol at Washington, 
illustrating in chief the history of Columbus, has been set up. Each 
of the two valves contains four panels; and a lunette surmounts the 
transom. Panel 1 represents Columbus before the Council at Sala- 
manca; 2, his leaving the Convent of La Rabida; 3, his audience with 
Ferdinand and Isabella; 4, his departure from Palos; 5, his meeting 
’ the natives in Hispaniola ; 6, his entry into Barcellona; 7, Columbus 
in chains, about to be sent back to Spain; 8, his death. The lunette 
represents the landing at San Salvador. In the borders of the panels 
are sixteen niches, each containing a statuette of a contemporary of 
Columbus ; between the panels, heads of his biographers; at the head 
of the door, his bust. Four statuettes, of the Quarters of the World, 
are placed on the exterior line of the door. This work was designed 
by Mr Randolph Rogers, an American sculptor resident in Rome, and 
was cast in Munich with remarkable success. The total cost was about 
30,000 dollars. On the dome of the Capitol was erected, towards the 
middle of December, the colossal statue of Freedom, executed by Mr 
Crawford, in black Italian marble, 23 ft high. The head is described 
as “ golden.”—A statement has been current for some time past that 
the statue of Zenobia sent to the International Exhibition by Miss 
Hosmer, the American sculptress, pupil of Gibson, was not really that 
lady’s work, but done by an Italian carver in her studio, Signor Nucci. 
Miss Hosmer called our Art Journal to account for repeating this 
calumny: and it has been disproved on the most satisfactory evidence. 
—Mr Osbert Salvin has brought from Copan, in Central America, a 
series of photographs of richly sculptured porphyry stones, in the same 
style as Mexican pottery. The opinion has been expressed that the 
works are hardly so old as the thirteenth century. One of the stones, 
12 ft high, has a powerfully carved head upon it, with a portrait-like 
aspect: another “is an admirable, though conventional, jaguar’s head, 
equalling in force of expression any analogous European work.” 

MisceL_Langous.—France-——The organization of the Parisian 
Ecole des Beaux Arts has been altered by Imperial decree, as not in 
harmony with the times. The school is henceforth under a Director 
appointed every five years by the Government; which will also appoint 
and pay all the professors and officials. The Director’s annual salary is 
£320; and that of each professor, £96. All the pupils are bound to 
attend the classes of History, Asthetics, and Archeology ; to which are 
added, for students of painting, sculpture, and engraving, the classes 
of perspective and anatomy. The “ Prix de Rome” is to be for four 
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years, instead of five; the prizeman need not spend all his time in 
Rome, but may travel for two years: all French artists, between the 
ages of 15 and 25, are eligible to compete, after succeeding in two 
preliminary tests. In the case of engravers and lithographers, the 
prize counts for three years only, two of which must be passed in 
Rome. The first Director under the new system is M. Robert-Fleury. 
MM. Cabanel, Pils, and Géréme, are nominated professors of painting ; 
MM. Jouffroy, Dumont, and Guillaume, of sculpture; M. Henriquel 
Dupont, of coppérplate-engraving. The superior Council of Instruc- 
tion consists of the Duc de Morny, Honorary President ; the Superin- 
tendent of Fine Arts, President ; the Director of the Administration of 
the Fine Arts, Vice-president; MM. Cogniet and Miller, painters; 
Duret and Cavelier, sculptors; De Gisors and Lefuel, architects; 
Forster, engraver; Dumas, Mérimée, and Théophile Gautier; and 
General Noizet. On the gth of January a new Art-library was opened, 
under more liberal regulations than heretofore, containing about 6000 
volumes: M. Vinet is the Director. The new system of teaching meets 
with considerable opposition, especially on account of the appointment 
of the Duc de Morny.—The new Museum of Gallic Antiquities at 
Compiégne is placed immediately over the gate of the chapel built by 
Philibert Delorme.—The distribution of prizes to the artist-workmen 
and manufacturers who contributed to the late Parisian Industrial Ex- 
hibition took place on the 13th of December. Gold medals were 
assigned to MM. Mauguin for objects of art and furniture, and Jan- 
selme jeune and Godin, cabinet-makers. In painting, the first prize, 
£20, was won by M. Coussidiére; the second, £8, by M. Vasselon: 
in sculpture, similar prizes by MM. Chevet and Carrier-Belleuse. 
There were a large number of minor prizes in the several departments. 
The exhibition is officially pronounced to have shown great progress. 
The number of paying visitors was 1,600,000; the gross receipts, 
£3080, which left a surplus of £1280, appropriated to the fund in aid 
of inventors and art-manufacturers, founded by Baron Taylor.—The 
sale of the works left by the great Eugéne Delacroix was held at the 
Hotel Drouot, Paris, between the 17th and 2gth of February ; and the 
sale of some personal effects, on the 11th of March, at the house of 
the deceased, 6, Rue Furstenberg. The catalogue of the Art-sale 
enumerates 858 lots, of which 221 were works in oil-colour: the draw- 
ings of various kinds, including water-colours, amounted, if reckoned 
one by one, to about 6000. The whole display presented a tableau, 
quite exceptionally interesting and striking, of the fiery and multiform 
genius and the Titanic labours of a life, which, if prodigal of ambi- 
tious works wherein impetuosity was more apparent than study, was 
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also incessantly fertile in sketches, trial-pieces, studies of action and 
detail, and the whole category of scraps which go to prove professional 
diligence and preparedness. In a prefatory notice to the catalogue, M. 
Burty observes that Delacroix would never part with his preliminary 
work of this sort, hoping that the mass of it, after his death, would 
vindicate him from the frequent charge of free-and-easy celerity. Out 
of such a multitude of lots we can only specify a small proportion ; 
omitting, as a general rule, any oil-pictures which fetched less than 
1500 francs, and any drawings which fetched less than 500. Pictures. 
Cicero accusing ‘Verres, executed as one of the pendentives in the 
Library of the Legislative Chamber, 1540 francs; Numa and Egeria 
(named also The Muse inspiring Hesiod), executed as above, 1980; 
Apollo slaving the Python, executed in the Gallery of Apollo in the 
Louvre, 5450; King John of France at the Battle of Poitiers, aided by _ 
his son Philippe le Hardi, sketch for the picture, 4700; The 
Murder of the Bishop of Liége, variation of the picture, 2125; The 
Battle of Nancy, Death of Charles le Téméraire, sketch for the 
picture, 4500; The Battle of Taillebourg, gained by St Louis, sketch 
for the picture, 7500; The Justice of Trajan, sketch for the picture, 
1600; The Sibyl, exhibited in 1845 and 1855, 3350; The Evening 
after a Battle, a dying Cuirassier amid dead horses, 3100; Arabs 
shoeing a Horse, 2400; a Horse felled by a Lioness, 1900; Two 
Horses gambolling in the open country, 2400; Horses at Liberty, 
1605; Group of Daisies and Dahlias in a Garden-plot, 5000; A 
Flower-basket overturned in a park, 7550 (Oudry) ; Hydrangeas on 
the brink of a pond, 6000; a Basket with Grapes, Peaches, &c., in a 
garden, 7000 (these four still-life pictures were exhibited in 1849 and 
1855); Delacroix’s Room in his youth, 1800; The Sea, seen from the 
Heights at Dieppe, 3650; The Death of Botzaris in surprising the 
Turkish Camp, unfinished, 2200; Eurydice bitten by the Serpent, while 
gathering flowers, unfinished, 1500; Diana and Acteon, unfinished, 
1550; Jesus asleep in the Boat during the Storm, 1570 (Clabburn) ; 
Don Juan and his companions in the Boat, sketch, 1500; Copy of 
Raphael’s Young Man in black, in the Louvre, 3250; Copy of the 
Infant Christ, from the Belle Jardiniére, 5000 (Oudry); Copy of 
Rubens’s Miracles of St Benedict, 6500 (Péreire) ; Copy of Rubens’s 
picture in the Louvre, of Henry IV. conferring the Regency upon 
Mary de’ Medici, 1950. Drawings: Attila trampling upon vanquished 
Italy, the central group, in water-colour, from the Hémicycle in the 
Library of the Legislative Chamber, 510 ; Women and Old Men fleeing 
from the Barbarians, pencil-design for another hémicycle, 350; The 
Education of Achilles, pencil-drawing from one of the pendentives in 
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the Library, 2500 (specially named in Delacroix’s will for this sale) ; 
The Babylonian Captivity, water-colour for another pendentive, 640 ; 
The Chaldean Shepherds, pastel for another pendentive, 610; Hesiod 
consulting the Pythoness, ditto, 750; The Spartan Maids practising 
wrestling, pencil-design for a pendentive not executed, 280; Heliodorus 
expelled from the Temple, 14 sheets of pencil-drawings and sketches 
for a panel in the church of St Sulpice, 1500; the lower portion of the 
same subject, pencil, 584; Tasso in the Mad-house, pencil, 340; The 
Death of Lara, pen and ink, 410; The Funeral of St Stephen, nine 
sheets of pencil-drawings and sketches, 325; Cleopatra receiving the 
Asp from the Peasant, pastel, 825; Faust and Mephistopheles fleeing 
after the Duel with Valentine, sepia, 510; Cromwell at the Coffin of 
Charles I., water-colour, 1010 (Clabburn) ; The Death of Ophelia, 
pencil, 515; The Horse of the conquered Pasha, from “the Giaour,” 
water-colour, 500; An Arab Horseman galloping, water-colour, 760 ; 
A Merchant of Morocco at Tangiers, water-colour, 635 (Clabburn) ; 
An Arab Hunter descending a Ravine, water-colour, 655 (ditto) ; 
Hunters seated in a Plain, water-colour, 640; Arab seated by a Road- 
side, water-colour, 700; Moors asleep in a Guard-house at Mequinez, 
water-colour, 605; Lioness clawing a prostrate Arab, water-colour, 500 ; 
Fight between a Man and a Lioness, pen and ink, 1000; A Lion 
watching a creeping Tortoise, pen and ink, 400; A wounded Tiger 
drinking, pencil, 440; Cats recumbent, three pencil-studies, 200 ; 
Panther couching beside a dead Horse, water-colour, 820; A Tiger 
felling a Horse, water-colour, 1220; A Horse kicking a Wolf down, 
water-colour, 620; A Moor loading his musket, water-colour, 1305 ; 
A Jewish Bride in Morocco, seated on cushions, front-face, water-colour, 
620. The last day’s sale was devoted to etchings, lithographic stones, 
and lithographs. Along with Delacroix’s own oil-pictures were sold a 
few by other artists which had belonged to him. Géricault: A Dutch 
Lancer of the Emperor’s Guard, standing by his Horse, 3210; A 
Mouuted Cuirassier, hind view, 2300. The total produce was, for oil- 
pictures, 231,433 francs; for all other works, 136,646: total, 368,079, 
or about £15,336. The prices, though very few of them can be called 
at all out of the way in the case of a painter of European fame, are 
said to have exceeded the expectations even of Delacroix’s warmest 
admirers, for he remained to the last unpopular among purchasers and 
dealers ;_ the minor subjects, such as still-life and the copies from old 
masters, went comparatively the highest.—On the 1st and 2nd of 
March was sold at the Hétel Drouot the Louirette collection of Chinese 
and Japanese Works, of the finest class. Two large perfume-burners 
of remarkable beauty, 14,000 francs; a vase with turquoise and lapis 
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ground-colour, and a view of the isle of Azur, 3500; a vase with 
cover, two candelabra, &c., 3820; a vase with turquoise ground- 
colour, 3825 (all the above-named are in cloisonné enamel) ; ancient 
bronzes, lacquer work, porcelain, manuscripts, &c.; an album repre- 
senting the history of a monarch of the Myng dynasty ; another con- 
taining twelve landscapes in Indian ink. This collection was formed 
by M. Louirette during a course of years, with great care and zeal, 
before the late European expeditions ; and produced a brisk competi- 
tion. Total, £4800. 

Italy.— During excavations at Ostia recently resumed at the Pope’s 
private expense, a beautifully executed mosaic was discovered belong- 
ing to a range of therm: it contains figures of the seasons.—The 
value of Works of Art exported from Rome in the year 1863 was— 
Ancient paintings, 5746 scudi; ancient sculpture, 1648 ; modern paint- 
ings, 116,427; modern sculpture, 23,130. 

Germany.—Many curiosities from the Foster collection in Nurem- 
berg, including a splendid vellum MS. folio with 269 painted leaves, 
and the portrait of Johannes Schonerus by Georg Penz, were lately 
sold by auction to Parisian purchasers. The last Nuremberg collec- 
tion of celebrity, being the reserved portion of the Hersel collection, 
comes to the hammer in May.—In the church of St Nicholas, Ham- 
burg, built by Mr Gilbert Scott, a vestry-door designed by the same 
gentleman has lately been put up. It was executed by Herr C. H. F. 
Plambeck in the course of three years, and is described as a master- 
piece. The door is of oak, 8 feet high, and 3 feet 8 inches wide. In 
the middle panel is represented the Last Supper, over four smaller sub- 
jects—Christ carrying the Cross, the Entombment, the Resurrection, 
and the Ascension. The material is a mosaic of mother-of-pearl, woods, 
glass, &c., upon a background of black ebony : the colour is very rich. 
There is also a good deal of flower-work, foliage, &c. 

Holland.—The Rotterdam Museum, in the Schieland Palace, was 
burned down on the 16th of February, and most of its treasures of art 
have perished. It contained 472 paintings, including the valuable Boy- 
mans collection of twelve works, bequeathed to the city in 1847 ; works 
by Murillo, Durer, Rembrandt, and many of the Dutch masters, and 
some by modern painters ; and 3000 drawings. About 150 pictures, 
19 portfolios of drawings, and some valuable prints, mostly damaged, 
have been rescued. The picture-gallery was noticeably rich in the works 
of Dutch masters of the second rank, not readily to be found for study 
elsewhere. A “superb” Vanderhelst given to the Museum by Herr 
Nottebolsm, an “admirable” Ruysdael, and a picture of the rare 


master, Karel Fabritius, are particularized as among the losses. Cuyp’s 
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“ Mangeur de Moules,” the latest acquisition, was saved. Destruc- 
tion has overtaken the large and unique collection of Japanese porcelain, 
several marble statues, and all the models and apparatus of the Schools 
of Design. The Museum was insured for £25,000, which falls much 
below the amount of the loss. 

‘Asia.—The following is given as the composition of Chinese bronze 
used as a coating for copper: 2 0z. of verdigris, 2 oz. of cinnamon, 5 oz. 
of sal ammoniac, and 5 02. of alum, all in powder, made into a paste with 
vinegar. An addition of sulphate of copper imparts the remarkable 
tint varying between chesnut and chocolate, observable in many bronzes 
both Chinese and Japanese. The number of coatings is regulated 
according to the tint required.—An antique statue of Sappho in Les- 
bian marble was lately discovered in a garden at the ancient Lithium, 
in the Island of Cyprus. She holds a lyre, and wears a fillet of bay- 
leaves. It has been suggested that this is the work of Silanion (circa 
B.C. 350), and the figure which belonged to Verres, as stated by Cicero : 
some doubt, however, has been raised as to its pertaining to so late a 
period of the art. 

America.—A “ great art-exhibition” has been got up in New York, 
in aid of the Sanitary Commission for the soldiers of the Union. An 
agency for contributions from Europe was established. 


W. M. RossetT1. 





WORKS ON THE FINE ARTS 


Recently published in the United Kingdom. 


Vatican Sculptures. Selected and arranged in the order in which 
they are found in the Galleries. Briefly explained by Ropert Mac- 
PHERSON. Chapman and Hall. 


Expositions of Great Pictures. By Ricuarp Henry Smitn, Jun., 
author of “ Expositions of the Cartoons of Raphael.” Illustrated by 
Photographs. Nisbet and Co. 


Queen Dagmar’s Cross. Facsimile in Gold and Colours of the 
enamelled Jewel in the Old Northern Museum at Copenhagen. With 
Introductory Remarks by Prof, Gzorce Stepuens. J. R. Smith. 


The Book of Ornamental Alphabets, Ancient and Medieval, from 
the Eighth Century, with Numerals, including Gothic, Church Text, 
large and small; German, Arabesque, Initials for Illumination, Mono- 
grams, Crosses, @&c. For the use of Architectural and Engineering 
Draughtsmen, Masons, Decorative Painters, Lithographers, Engravers, 
Carvers, 8c. By F. Devamotre. 5th edition. Lockwood. 


History of the Cross. Geschiedenis van het heylighe Cruys ; repro- 
duced in facsimile from the edition of 1483. Text and Engravings 
by J. Po. Bensean. With 64 Wood-cuts. C.J. Stewart. 


Life Portraits of William Shakespeare: a History of the various 
Representations of the Poet; with an Examination into their Authen- 
ticity. By J. H. Friswery. Illustrated by Photographs of the most 
authentic Portraits, with Views, 8c. By Cunpatt, Downes, and 
Co. Sampson, Low, and Co. 
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The Life of William Blake, Pictor Ignotus. By the late Avrx- 
ANDER Gitcurist: edited by Dante and Witu1aM Rossetti. With 
facsimiles from Blake’s Designs. Macmillan. 








Sacred and Legendary Art. 
Longman. 


By Mrs Jameson. 4th edition. 





Wedgwood: an Address, by W.E.Guapstong. Murray. 


Art Journal Illustrated Catalogue of the International Exhibition, 
1862. Virtue. 








The Self-aid Cyclopedia, for self-taught Students; comprising 
general Drawing, Architectural, Mechanical, and Engineering Drawing, 
Ornamental Drawing and Design, Mechanics and Mechanism, the Steam 
Engine. With Illustrations: By Rosperr Scott Burn, F.S.A.E. 
Ward and Lock. 





Chromotography : a Treatise on Colours and Pigments, and of their 
Powers in Painting. By Grorce Fierp. New edition, improved. 
Winsor and Newton. 


First Steps in Drawing, for Beginners. Ward and Lock. 


The New Drawing Book. By J.D. Harpine. Parts I. to VIII. 
Winsor and Newton. 





Elementary Instruction in the Art of Illuminating and Missal Paint- 
ing on Vellum. By D.L. pe Lara. 7th edition (with considerable 
enlargements and additions). Longman. 












Elements of Designing on the Developing System, calculated to 
bring out a Taste for Order, Regularity, and Symmetry. No. 1. From 
Drawing for Junior Classes. Edinburgh: Nimmo. 





The Law of Copyright in Works of Literature and Art, and in the 
application of Designs ; with the Statutes relating thereto. By CHARLES 
PaLMER Puitutps, of Lincoln’s Inn, Esq., Barrister at Law. V. and 
R. Stevens, Sons, and Haynes. 














A Handy-Book of the Law of Copyright, comprising Literary, 
Dramatic, and Musical Copyright, and Copyright in Engravings, 
Sculpture, and Works of Art ; with an Appendix, containing the Statutes, 
Convention with France, and Forms under 25th and 26th Vict. c. 68. 
By F. P. Cuappect and Joun SHoarp. Sweet. 








LIST OF ARTICLES ON ART 


which have appeared in the principal periodicals in 1863, 
and Jan.—Feb., 1864, in the United Kingdom. 


Contributions to the Life of Rubens. Edinburgh Review. No. 
ceexxxix. Jan. 

Fergusson’s Modern Architecture. Edin. Rev. No. ccxli. July. 

The Royal Academy. Edin. Rev. No. ccxlii. Oct. 

The Art Loan Exhibition. Quarterly Review. No. ccxxv. Jan. 

Sensation Pictures. The New Review. No. i. May. 

The Pictures in the International Exhibition. London Quarterly 
Review. No. xxxviii. Jan. 

The Landscape of Ancient Italy as delineated in the Pompeian 
Paintings. Blackwood’s Magazine. No. dixxi. May. 

The London Art Season. Bl. Mag. No. dixxiii. July. 

George Cruikshank. Bl. Mag. No. dixxiv. August. 

The Royal Academy reformed. Bl. Mag. No. dixxx. Feb., 1864. 

The Royal Academy Exhibition. By W. M. Rossetti, Esq. Fra- 
ser’s Magazine. June. 

History of Modern Architecture. Gentleman’s Magazine. Jan. 
and Feb. 

Notes on Medieval Mosaic. Gent. Mag. March. 

Antique Jewellery and its Revival. Gent. Mag. April. 

Stained Glass. Gent. Mag. June. 

Marks and Monograms on Pottery and Porcelain. Gent. Mag. 
July. 

Early Christian Art illustrated by Ivory Carvings. Gent. Mag. Oct. 

Art Criticism. Cornhill Magazine. No. 45. Sept. 

Animal-Design and Landscape: Aspects of their contemporary 
treatment. By W. M. Rossetti. Macmillan’s Mag. No. 44. June. 
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Albert Durer. With something of Early Printing and Engraving. 
Colburn’s New Monthly Magazine. No. dx. June. 7 








In the Saturday Review. 
Photozincography and Photolithography. No. 376. Jan. 10. 






























Art Exhibitions. 378. 4 24. 
: Roman Jewellery. = a a 
Turner’s Liber Studiorum, S96. » §) 
Arundel Society’s Publications for 1862. 381. Feb. 14. 
British Institution (Modern Artists). 384. Mar. 7. 
The Prince Consort’s Memorial. 388. April 4. 
Cardinal Wiseman on Science and Art. 99 aor 
Ancient Irish Art. 5) ”» » 
Medieval English Sculpture. 989. » U 
Nature and the Ideal. $91. » 25 
The Prince Consort’s Memorial. ~ i - 
The French and Flemish Gallery. 392. May 2. 
Academicians versus Artists. 93  » 
The Water-Colour Exhibitions. ‘ip ae 
The Royal Academy. 994- » V6. 
Royal Academy Exhibition. 395 »9 23 
History of the Modern Styles of Architecture. ~ ~~ 
Royal Academy Exhibition, 396. 4, 30 
” 23 ”? 397- June 6. 
The Art-Wealth of England. in os ~ 
The Royal Academy (Sculpture). o8.. 45 15: 
British Institution (Old Masters). 401. July 4. 


The Worshipful Company of Painter-Stainers. ai i Yigg 
Newton’s Discoveries at Cnidus and Branchide. 402. 
Art Puffery. 403-.  »» 18. 
Royal Statues. 

Frélich’s Etchings. 
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The Cruikshank Exhibition. 4. 2 &% 
Blade’s Life and Topography of Caxton. ‘. sit ie 
Report of the Royal Academy Commission. 405. Aug. 1. 
Chaffer’s Marks and Monograms on Pottery and 

Porcelain. et. «2  & 
Japanese Art. 407-59, 15. 
Sensational Art. 408. 4, 22. 
Firmin Didot’s Essay on Wood Engraving. 410. Sep. 5. 


Huggins’ Course and Current of Architecture. 416. Oct. 17. 
Modern German Art at Munich. 
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Church Restoration in France. No. 418. Oct. 31. 
St David’s Cathedral. 419. Nov. 7. 
Who discovered Photography ? ~ - 

William Blake. 420. 55 14. 
Berjean’s History of the Cross. a. x B4 
Artistic Feeling. 425. Dec. 19. 

1864. 

Three Popular Artists. 427 & 428. Jan. 2 & 9. 
The Arundel Society’s Chromolithographs. 429. 4, 16. 
A French Illustrated Don Quixote. 432. Feb. 6. 
Poetical and Prosaic Art. 489 «= 1% 
William Dyce and William Hunt. Os . «. 


WORKS ON THE FINE ARTS 


Recently published in America. 


Lights and Shadows of New York Picture Galleries. 40 Photog., 
by A. A. Turner. Selected and described by Witt1am Younc. New 
York. 


Doré Dante. Inferno Album. Photographs of Illustrations by 
Gustave Doré. Philadelphia. 


Rudimentary Drawing for the use of Schools. By W. E. Wortuen. 
New York. 


Recently published in Spain. 


Iconographie espagnole, ou Collection de portraits, de statues ou de 
monuments funéraires inédits des rois, reines, grands capitaines, écrivains 
et autres personnages célébres de P Espagne, depuis le XI° siécle jusqu’au 
XVII*. (En espagnol et en francais.) Par VALENTIN CARDERERA. 
Livraisons 13 418. Madrid. - 





Works on the Fine Arts. 
Recently published in Belgium and the Netherlands. 


Rembrandt, Harmens van Rijn, ses précurseurs et ses années @ap- 
prentissage, avec planches. Par C. VosmaxEr. Bruxelles: Klincksieck. 


De levens en werken der Hollandsche en Vlaamsche kunstschilders, 
beeldhouwers, graveurs en bouwmeesters, van den vroegsten tot op onzen 
tijd. Door C. Kram. 6 decl. 4 afl. Amsterdam; Diederichs. 


Muurschilderingen in het koor van de kerk der Hervormde gemeente 
te Driel in den Zalt-Bommelerwaard. Door C. Leemans. Nifgegeven 
door de Kon. Akad. van Wetenschappen. Amsterdam: C. G. van der 
Post. 1862. 


De leer van het ornament met teekeningen toegelicht. Door W. N. 
Rosr. Met Atlas XV. gelith. platen. Delft: W. J. Brouwer. 


Handleidnig tot beofening van den Griekschen bouwstijl. Door H. 
P. Voce. En Atlas. 1. afl. gelith-plaat. s’Gravenhage: M. M. 
Couvée. 


L’ Alliance de Part et de Pindustrie dans ses rapports avec l’enseigne- 
ment du dessin en Belgique. Par L. Atvin. Bruxelles: Rapilly. 


L’ Art décoratif. Modéle de décoration et @ornementation de tous 
les styles et de tous les époques choisis dans les ceuvres des plus célébres 
artistes, sous la direction de Godefroid Umé. Liv. 5a 10. Liége: Ch. 
Claesen. 


Dictionnaire historique des peintres de toutes les écoles, depuis Pori- 
gine de la peinture gusqu’a nos jours. Par ADOLPHE SIRET. 2° édi- 
tion, revue et considérablement augmentée. Livr. 3 4 5. Bruxelles. 
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LA RAPHAEL COLLECTION 


S, A. R. LE PRINCE CONSORT. 


DESIDERATA. 


Les Numéros de la 3°" colonne se rapportent au “ Peintre Graveur”’ de Bartsch ; la 
4*™* colonre indique ou l’estampe est décrite dans l’ouvrage de M. Passavant: “ Rafael 
d’Urbin,” Edition Frangaise, Paris, 1860. Les Numéros simples (p. e. 185 c) se rapport- 
ent a la liste des tableaux (Pass. II. pp. 1—372); la lettre A indique les Ouvrages 
d’Architecture (Pass. II. pp. 380—397); S, ceux de Sculpture (Pass. II. pp. 373— 
379); E, les estampes anciennes (Pass. II. pp. 561—599); D, le catalogue ia dessins 
(Pass. II. pp. 407—555); et P, les Portraits du maitre (Pass. Il. pp. 556—559). 
Des Numéros précédés de la lettre L, - se trouvent plusieurs fois dans la 4°" colonne, 
se rapportent aux gravures de l’ouvrage de Landon: “ Vie et (Euvre complete de Rafael.” 


. Description. 
| L’ornementation du pilastre a |’ oise- 


| Alberti (Cher. 
| . ) leur. 2 pl. fol. 


Graveur. Bartsch. 
| | 


ESTAMPES ANONYMES. 


XIII. p. 103.3 | Téte d’une Muse. 12”9”" x 9” 8”. 
( p- 11.6 180 Joseph reconnu par ses fréres. 
.10 E. 22 La Vierge avec |’Enfant Jésus 
bénissant. 
1 E. 30 La Vierge et Trois Saints. 
f E. 34 Saint George. 
; 240 Saint Jean dans le désert. 
, E. 116 | Un temple tenu par deux enfants. 


Ecole de 
Mare Antonio 
Bartsch. Vol. < 

XV. 


OCensnan Pwr 


p- 
p- 
p- 
p- 
p- 
p- 


| 509. 185 d Ornements séparés des loges; 5 

[ pl., gr. par A. P. 1555. (Bartsch 
n’en connait que trois.) 

E.117 | Ornements de pilastres. 7 gr. 
feuilles. 1544. 

276 La Vierge donnant des fleurs a 
l’Enfant Jésus. Petite Eau forte. 

| 277 y La Vierge assise tient ]’Enfant 





Jésus quiembrasse St Jean. “ R. 
V.” petit in 4°. 





Graveur. 


(Jacopo Francia *) 


” 


De Poilly exc. 
Chez De Poilly 


J. Audran exc. 
Chez Heérissaut, a 


Paris 
(4 Paris) 


(J. Bonasone, Ma- 
niére de) 
(Caraglio, Ma- 


niére de) 


(P. Farinati, Ma- 
niére de) 


(G. Ghisi, Maniére 
de) 
(W. Hollar, Ma- 


niére de) 





ESTAMPES ANONYMES. 


Description. 

L’Amour et Psyché. 7”-x 10” 1”. 
(L’ Amour assis 4 cdté de Psyché 
s'appuie du bras droit sur un 
coussin. D’autres connoisseurs 
attribuent cette estampe 4 G. 
A. da Brescia.) 

La Résurrection du Christ. 1576. 
13” 6” X 10" 4". 

Abraham et Melchisédek. (fol. en 
largeur.) 

Trois Anges apparaissent 4 Abra- 
ham. (grand in fol.) 

Abraham et Melchisédek. (grand 
in fol. 

“La Perla.” (Une chambre pour 
fond. grand in fol.) 

“La Perla.” (En contrepartie; 
petit in fol.) 

La Vierge au Diadéme dans un 
rond, avec une figure de St. 
Joseph a gauche. 

Le Christ dans la barque. (grande 
feuille en largeur.) 

do. do. Raf. pxt. 
le 

30 planches numérotées de grandes 
tétes. 

Triomphe de Bacchus et de Siléne. 
(Ovale.) 

La Grande Ste. Famille. “Ave 
Maria, etc., R. V.” (ou sans 
aucune marque.) 15” 9” x 10’ 
qm 


La Vierge assise sous un arbre. 7” 
9” xX 10” 3”. 

Mercure, Psyché, le petit Amour. 
11” 6” x 11”. 

Raphael d’Urbin. Titianus pinxit. 
“ Pictorem hunc tantum, &c.” 
Eau forte. 

La Vierge accroupie. 6’ 2” x 5”. 

La Vierge et l’Enfant; le petit St. 
Jean qui lui présente des fruits, 
St. Joseph. 7” 7" x 10” 4”. 

L’Amour et les Graces. (petit 
in 8°.) 

La Madonna del Cappucino. (Hau 
Sorte.) 

Trois femmes agenouillées avec un 
enfant, un jeune homme adossé 
& une colonne, et deux autres 
figures. 8” 6” x 6" 7”. 

Le Jugement de Salomon (avec 
des figures empruntées 4 |’Ely- 
mas, &c.) ca. 1528. 5” 9” K 8” 2”. 





ESTAMPES ANONYMES—BLOEMART. 


Graveur. 
(Ancienne 
Ecole Ital- 

ienne) 
(Dans le goat Ital- 
ien) 


(Ancien maitre 
Néerlandais) 


Bartsch. 


Pass. 


E. 68 p 


Description. 

Quatre éléphants, un lion, un 
sanglier. 14” 3” x 18” 8". (Hau 
Sorte.) 

L’Amour, assis sur un dauphin, 
tient une coquille dans la main 
droite. 4” 3” x 6”. 

Pyramus et Thisbé. (Les figures 
empruntées de Mare Antonio, 
B. 35; un chateau au fond. 
Thisbé nue se poignarde.) 9” 6” 
x 7” 2", 

Minerve et !Amour. 6” 10" Xx 3” 
*. 

Le Mariage de Ste. Catherine. 
9” 9" x 7". (sur bois.) 

Ste. Famille de 3 figures. “ Ra- 
phael Vrb.” (Dans un ornement 
du bas les armes autrichiennes. 
Petit in fol. X VII*. Sec.) 

Joseph devant Phareon. “Som- 
nium Regis unum est. Raph.” 
2” 9” x 4" 4". 

Madonna del Passegio. “ Raphael 
d’Urbin pinx. Rome.” (grand 
in fol. en largeur.) 

“La Vierge aux Balances. Rafael 
Vr.” (Kau forte, petit in 4°.) 
Venus nue, assise, se peignant les 
cheveux, vue de dos; L’Amour 
lui tient un miroir. “ R. d’Vrbin 

invt.”” (petit in 8°.) 


Deux planches in folio, @ Peau 
forte, contenant des coupes de 
la Capelle Chigi. 

Homme tourmenté par des songes. 
“R. inv.” (in 4°.) 

Un ange volant. (imprimé en 
rouge. ) 

Héliodore (dessiné par P. v. Lint. 
2 feuilles). 

Divers ornements de Rafael, peints 
aux embrasures des fenétres du 
Vatican, 4 Paris, chez Drevet. 
6 planches. 

Saint Michel. 

Différentes tétes d’aprés les fres- 
ques. 1751. 

La Création d’Adam. au forte, 
379" x 5 6”. A Paris, chez 
Bonneville. 

La Vierge 4 la Pensée. 

Le Mariage de Ste. Cathérine. P. 
v. Schuppen exc. 








-BLOOTELINGH—CLAIRS-OBSCURS. 


Graveur. 
Blootelingh, A. 
ad 


Bocquet, N. 


Bonasone, J. 
‘t 


Bornaccini, A. 
Boulanger 


" 


Brahl, J. B. 
Birde, J. C. 


Calamatta, L. 
Caracci, Ag. 
Cavallerijs, J. B. 


Caylus, Comte de. 
t 


" 


" 


Chéron, Elise. 
Ciamberlano, L. 


Bartsch. 


XX. 20 


Pass. 


Description. 


190. E. 98 | Téte d’homme barbu, coiffée d’un 


253 
L. 397 
45 
L. 466 
E. 47 


255 


133 


E. 39 


E. 39 
E. 58 
E. 100 


286 
84 


172 
54 
73 

E. 356 


E. 113 
E. 35 f 


turban. 

Judith. 7” 11” x 5” 10”. 

Le premier Péché. 

Ste. Famille; 5 anges dans les nuages. 

Achille traine Hector autour de 
Troje. 

Vénus et l’Amour debout sur des 
nuages. 

La Naissance du Christ. (dans un 
rond.) 

Buste du Sauveur. J. Poilly exe. 
(ovale.) 

“Tesoro presentato al Re Salomon 
dali Machabei.” R. V. ®. A. B. 
(Ottley, p. 560.) 

Neptune maitrise la tempéte. 8” 
7” xX 5” 8”. 10, AN.B. (Ottley 
p- 564.) 

Jupiter dans le Zodiaque. 10. AN. 

xX. 3" 9" x 12” 8", 

Psyché reconnait Amour. (Ma- 
niere noire.) 

8 Tétes (Petites Kau fortes, 
ovales sur une feuille). 

La Paix; nue. (in fol.) 

La Vierge et |’Enfant de la Mad. 
di Foligno. 

La Sainte Céne. 1572. 

Deux Saints et une Jambe. } 

Incrédulité de St. Thomas. 

St. Pierre et St. Paul. (L 
290.) 

3 Enfants assis ensemble. 

Flore. (in fol.) 

Un petit Ange, portant la croix, 
sur des nuages. 


CLAIRS-OBSCURS DECRITS DANS LE XII'™ VOL. DE BARTSCH. 


Hugo da Carpi 
t 


p- 25. 3 
p- 49. 1 


p- 117. 15 
p- 140. 2 
p- 144. 


141 
277 g 


E. 53 

E. 94 

E. 94 f 
192 


254 
197 


E. 72 
E. 73 


Le Songe de Jacob. 

La Naissance de la Vierge. (du 
Christ ?) 

Hercule étouffe le Lion de Némée. 

Rafael et sa Maitresse. 

Le Cardinal et le Docteur. 

Elymas frappe de cécité. in fol. en 
argeur. 

L’Annonciation; (entourée d’ara- 
besques. “VGO.” 4" 5” x 2” 
10”. v. Brulliot 1II. No. 1211. 

Le Massacre des Innocents 1544. 

18 Amours et Enfants jouant. 

Amours jouant dans un paysage. 
1544. 





' 


Demarteau 


Derlamynck, P. 
Drda, J. 


Edelinck, G. 


Facchetti, P. 
Faithorne, sen. 


Fantuzzi, A. 
Fauci, Carlo 


Festa, F. 


Franco, J. B. 
” 


Freithof 
Frezza, J. Hier. 
Gigoux. 


Gozzini 
Gregorj, F. 


CLAIRS-OBSCURS—GREGORJ. 


Bartsch. 
p- 82. 32 


p- 190. 3 


p- 73. 19 
p. 118. 16 . 


XVII. 16. 1. 


XVI. 144. 77. 
154. 2 


Pass. 
E. 33 


240 
E. 53 


277 22 
E. 108 ¢ 


E. 14i 
276 


277 m 


L. 386 
82 


102 


50 


Description. 
St. Jéréme. (Le Diogéne de l’Ecole 
d’ Athénes.) 
Femme assise en réverie. 
St. Jean Baptiste dans le désert. 
Hercule étouffe le Lion de Némée. 


L’Espérance. “J. B. del. C. G. 
1801.” (Kau forte.) 

Le Sacrifice d’Abraham. 1552. 
(petit in fol.) 

Adoration des Mages. “ Hic pre- 
ciosa Magi, &c.” 

Téte d’Homme, tourneé vers la 
droite. (petit in 4°.) 

L’Enfant Jésus endormi. Venice, 
1834. 

L’Innocence. (Lith. pour le Jour- 
nal des Artistes, 1841.) 

Tableau d’Autel de St. Antoine 
et Tympan. ( Lith.) 

Neptune; dessiné par Lemoine, 
1779. 20” x 15" 6”. 

Portrait de Rafael. (gr. in fol.) 

23 feuilles de tétes et de figures. 
J. Bergler del. 

La GrandeSainte Famille. (premier 
état.) 

La Ste. Famille au bassin. 

Le Sauveur tenant le globe. (in 
fol. ovale.) 

La Descente de la Croix. 1543. 
18 figures. 

La Vierge donnant des fleurs a 
YEnfant Jésus. “apud C. Gre- 
gori.” 

La Vierge tient sur ses genoux 
Enfant Jésus, quia un livre 4 
la main. 

Une compagnie de Cavaliers. 

L’ Adoration des 3 Rois Mages. 

La Vierge montre 4 St. Jean |’En- 
fant Jésus endormi ; St. Joseph 
a gauche. (Maniére noire.) 

11 Peintures de Socles dans la 
chambre d’Héliodore. 1704. (in 
fol. en largeur.) 

Etude de Chérubin d’aprés un 
dessin inédit de Raphael. (in 
fol. Lith.) 

La Vierge et |’Enfant. 

La Vierge 4 la Chaise; dediée a 
l'Impératrice Marie Thérése. 
1768. 





Graveur. 


N. H(aussart) 


t 
a 
" 


De la Haye, 
Malle. 
idelo 


Hirschvogel, A. 
Houston, R. 


Humboldt, A. v. 
Kirkall, E. 


Leondini da San 
Geminiano 
Lepoér, G. 


Lips, J. H. 


a] 
a 


Long, A. 
Lucchese, M. 
Lucien, J. B. 


Maestri, M. A. 





CLATRS-OBSCURS—MAESTRI. 


Bartsch. 


1X. 171. 2 


Pass. 
E. 94 j 


E. 103 
277 vv 


197 
E. 26 e 


241 
277 tt 


Description. 

Un jeune Homme a longue 
draperie. 

4 Femmes 4 demi vétues. 

Un jeune Homme assis. 

Deux Laveuses. 

40 feuilles de Tétes et de Figures. 
1706. (gr. in fol.) 

Ste. Famille et Saints ; 5 figures ; 
(petit in 4°.) 

assacre des Innocents. 1545. 

The Virgin and Child. (Maniére 
noire. in fol.) 

Téte d’un Apdtre. 1788. (Hau forte, 
imprimée en rouge.) 

Ste. Famille de 5 figures. (Maniére 
noire.) London, 1724. Ex coll. 
Ducis Devonie. 

Ste. Famille. (St. Joseph s’appuie 
sur un petit chariot. Clair-obscur 
d’aprés un dessin.) 

La Vierge et l’Enfant. (in 4°.) 

Le premier Péché. 

St. Louis armé. “R. Urb. pinx. 
M. Lasne fe. cum priv. R. C.” 
&c. (in fol.) 

Téte du Sauveur. (in fol. ovale.) 

Joseph et la Putiphar. (Maniére 
noire. 9" 10” X 7", avec 4 vers 
frangais en bas.) 

The Birth of our Saviour. Sold 
by T. Bowles. (Maniére noire ; 
petit in fol. en largeur.) 

La fuite en Egypte. (3 Enfants 
couchés au premier ) 

Moise recevant les Tables de la Loi. 
(Eau forte in folio, d’aprés une 
tapisserie. ) 

Dieu sépare la Lumiére des Teéné- 
bres. 

David oint Roi d’Israél. 

Portrait de Rafael. (petite ovale.) 

L’Amour assis tenant une fléche. 
1829. (Maniére noire.) 

2 feuilles de grotesques, au trait. 
(in fol.) 

Deux candelabres. 4 planches in 
fol. dessinées par Prieur, gravées 
a eau forte par OC. Normand et 
terminées par Lucien. Chez 
Joulert, 4 Paris, 1803. 

La Salle du Bain du Cardinal Bi- 
biena. Gravures d’aprés des 
dessins de M. A. Maestri, et 
imprimées en couleurs par Co- 
queret. Paris, 1802. 


= rn 
0 , 
ino 





MAITRES A MONOGRAMMES—MARC ANTONIO. 


Graveur. | Bartsch. Pass. Description. 
Maffei, N. F. | E.63n | La Flagellation de Psyché. R. V. I. 
| Eau forte. 


MAITRES A MONOGRAMMES. 
D. G. | 
GD. W. 


185 g | Vénus, —. et des Bacchantes 
(déd. & Zanetti). 

20 feuilles, avec des sujets tirés de 
lHistoire des Apédtres. 11™ x 
is 

La Delivrance de St. Pierre. 4” x 
| 5” 10”. 
G. D. W. St. Pierre et St. Jean guérissant un 
paralytique. “ WIDEUS AVT PETE- 
Rvs,” &. 360" <x 275™™. 
G M. V. Ste. Famille. St. Jean donne des 
fleursal’ Enfant Jésus. Raf. Sanct. 
xt. Roma, 1642. Hau forte. 
8. K. 4 f emmes debout dans des niches. 


G.D. W 


| Maitre au Dé. Le Couronnement de la Vierge. 
" Une femme qui se regarde dans un 

miroir. 

6 Planches de grotesques. 

Le Christ mort porté par 3 Anges. 
1516. 

Sainte Véronica. 

Lucréce. 

Vénus tenant un flambeau, et 2 
Amours. 

La Naiade. 

Une Muse. 

Une Muse. 

Léda. 

Le Réveil de l’ Aurore. 

“Laochoon.” (Edit. All, II. K. 
117.) 

La Fortune. 

L’ Homme embrassant un laurier. 

L’Homme et la Femme tenant un 
voile. 

Le Temps. 

Le vieux et le jeune Berger. 

La Constance. 

Une Femme couchée. 

Jeune Hommecouronnant un Aigle. 

Le Berger et la Nymphe endormie. 

La Méditation. 

Le Cardinal. 

La Femme debout prés d’un beau 
Vase. 

Angélique et Médor. 

Un Homme prés de 2 Muses. 

Grotesque : —2 Satyrs et 2 Sphinx. 

20 feuilles de grotesques. 


a] 











MAUZAISSE—PRESTEL. 


Graveur. Bartsch. 
Mauzaisse 


Meldolla, A. 
Metz, C. 


Meulemestre, J. 
de 


Mogalli, C. 


Morace, E. 


Morghen, Al. 


XVI. 65. 67 


Morghen, Guill. 
Moro (Battista 
Torbide del.) 
Moro (Marco 
del.) 


XVI. 183. 12 


Maulinari, 8. 
" 


Noél (Léon.) 
Paccini, 8. 


Pazzi, P. A. 
Persichini, R. 
Picart 


al 





Pass, 
P. 


98 


Description. 
Portrait de Rafael. (Lith. d’aprés 
294, 


.) 

Héliodore chassé du temple. RA. 
VR. au forte. 

Facsimilé d’un dessin de 2 Ma- 
donnes. 

Peintures inédites des Salles de 
Rafael au Vatican. Paris, chez 
Martin. 1830. 

Sainte Famille. (in fol.) 

Vénus et Vulcain (pour le Musée 
Napoléon). 

Portrait de Jac. Sanazzaro (pour 
lHistoire de J. 8., par Msgre 
Colangelo). 

Portrait du Cav*® Tebaldeo. (in fol.) 

La Perla. 


Ste. Famille. (Le groupe principal 
de la Perla. St Joreph ne a 
droite. Benetto Stefani excude- 
bat. Cum privilegio. 47™ X 
34°™,) 

Diane et Calisto. (gravé en clair- 
obscur.) 

Saturne et Vénus.( '' e 

La Vierge aux lauriers. (Lith. 
1838. petit in fol.) 

Etude de Draperie; un jeune homme 
et un solbah. (gravé en fac- 
similé.) 

Le Christ au tombeau. Fac- 
similé d’un dessin; dédié a R. 
Mengs. 1770. 13” x 9 1”. 

Portrait de Rafael. (G. Ména- 
buoni del.) 

L’Espérance (Médaillon rond de 
12".) 

2 Etudes de Draperie. Facsimilé 
d’un dessin. 

Un jeune homme et 2 femmes. 
Facsimilé d’un dessin du Cabinet 
Vuilenbroek. (in fol. en largeur.) 

Cupidon luttant avec Pan. (gra- 
vure au trait.) 

L’ Adoration des Bergers ; chez H. 
Bonnart. (in fol. en largeur.) 
Cléopatre couchée et l’Amour pleu- 
rant. (petite planche ovale, en 

largeur. Amsterdam.) 

Le Débarquement des Sarrasins. 
(Facsimilé d’un dessin du Cabinet 
Schmidt 4 Hamburg.) 








RAMBOUX—THOMASSIN. 9 


No. Graveur. Bartsch. Pass. . Description. 
199 Ramboux 241 Lithographie Vune esquisse de la 


Transfiguration, appartenant 4 
Mr. de Binder. 
83 La Vierge au Diadéme. Jo. Poiret 
del. (dans une ovale in folio.) 





200 Randon, Cl. 


201 a Regibus, E.26d | Ste. Famille; 3 demies figures. 
Sebast. (petit in fol.) 

202 | Reverdinus, G. XV. 466. 1 149 Moise trouvé dans les eaux. 

203 = XV. 466. 2 152 Moise frappe le rocher. 1531. 

204 | Richardson, J. 197 Téte d’un homme barbu. “ Ra- 
phael Vrbn. I R. F.” (Zau 
Jorte; petit in 8°. 

205 — et E. 102 | Tétes tirées de différentes fres- 

oe | 
206 | Ritter, L. 25 Tableau d’Autel de St. Antoine et 


Tympan du méme. (Lith, in fol.) 
322 Portrait d’un Chanoine. Lith. 
_ par P. Filippini 4 Bres- 


| 
208 Ruchmann | | E. 34 St. ‘Genes tuant le dragon ; fac- 
similé d’un dessin. 
209 Ruschweyh | | D. 239j | Un homme a barbe, marchant vers 
la droite. 1806 ; facsimilé d’un 
| dessin. 
Deux figures en deuil, couchées 4 
| terre ; facsimilé d’un dessin. 
211 Saal, J. 289 — sur son char. (in fol. en 


207 | Rottini, G. 





210 ve 


212 Salvoni, 8. 





pe he, autour d’une table. 
we 2° x 8 1”. “Raf. Inv. e 
deli. d’aprés un dessin chez le 
Comte Ferretti de Presles.”’ 


213 Schroder, C. R Portrait de Rafael. 1821. (a 
Brunsvic.) 

214 Sciaminossi XVII. 218. 30 La Vierge apprenant 4 lire a l’en- 
fant Jésus. 

215 Sommer E.26f | Ste. Famille. Raph. pxt. (Maniére 
notre. 8" 11" in 4°.) 

216 | Sommereau L. 195 St. Paul en prison. 1780. (Kau 
Sorte, in fol.) 


217 Staal, G. P. Le Portrait de Raphael peint pour 


| le Francia. “ Giacomo.” 1842. 
(Zith. fol. Bordure ornementée.) 
84 La Vierge, l’Enfant et St. Joseph, 


218 Stella, A. B | 
| de la Mad. di Foligno. 
| 


219 Suntach 128 Les premiers Hommes hors du 
paradis. 
220 " 185 f 11 feuilles rondes et ovales, in 8°, 


| 
avec des groupes ou des figures 
| d’aprés les a de G. da Udine. 


126 Le premier = (in 8°.) 
osué su 





221 | Tardieu, A. G. 
tt 
| 


222 159 — de r les Ammon- 
223 re 168 | Ieietion du Temple. (in 8°.) 
224 | Thomassin, Ph. 185 e Une feuille de grostesques 








10 THOUVENIN—BROCHURES, ETC. 


No. Graveur. Pass. Description. © 


226 : 
227 | Vico (Enea) 
228 Vitta, G. 


229 | Vorstermann, L 


Chez P. 

277 00 La Vierge au Raisin. } agg ” 
73 ou 103 | L’Annonciation. 

44 Ignota. Anonimo dip. Pescatori 
dis. (in 8°.) : 

227 La Grande Ste. Famille. (Kau 

forte vigoureuse.) 

246 Les 14 figures allégoriques placées 

& cdté des Papes dans la Salle 

de Constantin. 1635. (Kaur 
Sortes, in 8°.) 

231 | Watt,W.N. | La Madona delle Torre. Rafael 


xt. (in fol. 
232 Weiss, D. y L’ Enfant Jésus, tenu par la Vierge 
| et courant sur une table, (trés- 
petite planche.) 


230 | Vuibert (Rémy) 


{ Bartsch. 
225 Thouvenia, J. 277 nn | La Vierge au Bandeau. 
2 


BROCHURES, ETC, 


Pass. 
283 L’Ape Italiana. Roma, 1° année 1834. 
277 z , Gallo (Agostino). Osservazione storiche-critiche sopra un 
uadro di Raffaello Sanzio, posseduto dai P. P. Filippini, 
ratorio in Palermo. 1835. 
277 ss Notice imprimée 4 Rome sur “la Madonne de la Maison Tad- 
dei,” appartenant 4 Msgr. Manni. 
324 | Notice imprimée 4 Rome sur le Portrait de Taddeo Taddei, ap- 
| partenant 4 Msgr. Manni. 
E. 107 | Raceolta delle teste dei filosofi e dei poeti colle nove Muse ed 
| Apollo, ete. al Vaticano. Dis. da L. Agricola. (50 Nos.) 
Roma, presso Ag. Franzetti. 


*,* On est prié d’adresser tous les communications a 
M*. B. B. WOODWARD, 
Royal Library, 


Winpsor Cast ie. 





JOHN CHILDS AND 80N, PRINTLAS. 








